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Framing Eve i n  Paradise  Lost  
Abs t rac t  
Although John Mi l ton ' s  Paradise  Lost p r e s s e s  r eade r s  
towards f a sh ion ing  Eve a s  a temptress ,  the  t e x t  simul- 
taneously i n v i t e s  an i n t e r p r e t a t i o n  Eve as  a composi- 
t i o n  of a c t i v e  goodness. Readers, however, t end  t o  
accept  i n h e r i t e d  c u l t u r a l  s t e r e o t y p e s  and ideo log ica l  
c o n s t r u c t s  of Eve as a  temptress  because t h o s e  s t e reo -  
type v i s u a l  and verba l  c o n s t r u c t s  feed what r e a d e r s  
have always "known." 
Chapter One, ItEve i n  A r t ,  de sc r ibes  and analyzes  se-  
l e c t e d  f e a t u r e s  of t h e  iconographic m i l i e u  from which 
John Milton composed h i s  Eve. Not s u r p r i s i n g l y ,  the  
p i c t o r i a l  t r a d i t i o n  of Eve as temptress  shaped Mi l ton ' s  
ve rba l  cons t ruc t ion  of her. 
Chapter Two, "The A r t  o f  Eve, " exp lo res  how the t e x t  
problematizes r e a d e r s  t r a d i t i o n a l  pe rcep t ion  of Eve a s  
temptress  by manipulat ing e p i c  s i m i l e s .  Readers com- 
pare  and c o n t r a s t  Eve t o  o t h e r  t empt res ses ;  the contra- 
d i c t i o n s  are e x p l o i t e d ,  and reade r s  are f o r c e d  t o  make 
choices  about Eve. Here, psychoanalysis c a n  h e l p  ex- 
p l o r e  how readings  of Eve rep resen t  male systems of 
s e x u a l i t y  which p o s i t i o n  h e r  f i rmly  w i t h i n  p a t r i a r c h a l  
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codes  . Indeed, even Eve's choices about reading her- 
self a r e  preempted i n  t h e  awakening as she  becomes 
looked upon, no longer a sub jec t  but one subjec ted  t o  a 
series of male gazes. 
F i n a l l y ,  Eve awakens t o  f ind  something a l ready  discov- 
e r e d  by t h e  readerowthe inescapab i l i ty  of being a crea- 
t u r e  of c u l t u r e  steeped i n  t h e  myths of male primacy. 
Chapter  Three, "Sharing Satan1 s Gaze, focuses on how 
the t e x t  sets up r h e t o r i c a l  obs tac les ,  c h i e f l y  by 
p o s i t i o n i n g  readers  i n  alignment with Sa t an ' s  gaze 
e s p e c i a l l y  a t  moments when they a r e  looking a t  Eve.  
H e r e  again,  psychoanalytic theory demonstrates t h e  way 
the  p a t r i a r c h a l  unconscious has s t r uc tu r ed ,  even prede- 
te rmined,  ways of see ing  women. The theory  advances the 
r e a d e r ' s  understanding of the pa t r i a r cha l  o rde r  i n  
which women, including Eve are caught. Readers share  
S a t a n ' s  gaze, a flawed and inaccura te  p i c t u r e  of Eve 
t h a t  r evea l s  t h e  iconographic t r a d i t i o n  as d iabo l i ca l .  
F i n a l l y ,  my t h e s i s  suggests  a view of Paradise  Lost as  
cons t ruc t ed  so t h a t  readers  a r e  p u t  t o  t h e  t e s t :  they  
are fo rced  t o  dea l  with ca lcula ted  con t rad ic t ions ,  rhe- 
t o r i c a l  confusions, and perspect ives which keep expec- 
t a t i o n s  i n  f lux--all  imbedded f o r  i n s t r u c t i v e  purpose-- 
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t o  t e a c h  t h e  r e a d e r  t o  choose,  and t o  t e a c h  t h e  inevi- 
t a b i l i t y  of choice ,  
Chapter O n e  
Eve i n  A r t  
From t h e  t w e l f t h  century  iconographic  t r a d i t i o n  of  
c o n s t r u c t i n g  t h e  se rpen t  a s  E v e l s  mi r ro r  image, t o  
Joe l -Pe ter  Witken s 1980 @ s f u t u r i s t i c  photograph of Eve 
p u l l i n g  a powerless Adam ou t  of Paradise ,  t h e  llframingll 
of E v e  has  been v a l i d a t e d  by h i s t o r y  (Fig.  1). Contem- 
porary  r eade r s ,  i n  a p rogress ive ly  v i s u a l  s o c i e t y ,  see 
similar images of Eve as Milton might have seen during 
h i s  l i f e t i m e ,  a r t  forms which c o n s t r u c t  Eve a s  a t t r a c -  
t i v e l y  wicked, provocative,  and i n n a t e l y  perverse.  I n  
1989,  t h e  mother of mankind cont inues  t o  be viewed a s  
t h e  t r a d i t i o n a l  temptress;  c o l l e g e  boys, f o r  example, 
frame Eve on t h e  wal l s  of t h e i r  dormitory rooms i n  t h e  
form of Richard Avedonls popular photo p o s t e r  of nude 
Nas tass ja  Kinski i n  complici ty  w i t h  t h e  foreboding 
s e r p e n t  which wraps i t s e l f  around h e r  body ( F i g .  2 )  . 
Some reade r s  b e l i e v e  t h a t  Mil ton was d i f f e r e n t  
from o t h e r  a r t i s t s  and poe t s  who have cons t ruc ted  Eve. 
They pe rce ive  him as having r e s i s t e d  iconographic 
t r a d i t i o n  and fashioned an Eve who i n  a l l  t h e  prelap-  
s a r i a n  scenes,  is no t  on ly  s u f f i c i e n t  t o  s t a n d  and a b l e  
t o  grow b u t  who, while s tanding  and growing, is  a 
p a t t e r n  and composition of a c t i v e  goodness and a speak- 
i n g  p i c t u r e  of t h e  r e c r e a t i v e  power of poe t ry  i t s e l f .  
The  cha l l enge  f o r  Milton,  i n  t h e  f a c e  of a lmost  univer- 
s a l  a s s e r t i o n  that f r a i l t y ' s  name is  woman, was t o  
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c r e a t e  an Eve who would be Adam's meet companion. The 
f a m i l i a r  myth of Eve a s  a t t r a c t i v e l y  wicked, i n n a t e l y  
perverse ,  and t h e  one who caused t h e  F a l l  of man, how- 
ever ,  has never  been displaced.  In  p a r t ,  t h e  i n a b i l i t y  
t o  d i s lodge  t h i s  f a m i l i a r  myth is because c e n t u r i e s  of 
C h r i s t i a n  a r t  have focused on t h e  scene o f  t h e  tempta- 
t i o n .  The fol lowing account of t h e  iconographic  m i l i e u  
from which Mi l ton ' s  Eve emerges should a s s i s t  t h e  
r eade r  i n  f u r t h e r  understanding how t h e  image of Eve i n  
t h e  t e x t  of Pa rad i se  Lost is predetermined by t h e  
iconographical  a s soc ia t ions .  
I n  the s ix teenth-century  a l t a r  t r i p t y c h  known a s  
The Garden of Ea r th ly  De l i sh t s ,  Hieronymus Bosch's 
Marr iase  of A d a m  and Eve d e p i c t s  a benign though wary 
Crea tor  p resen t ing  a  winsomely innocent ,  modest, s i m -  
p l e ,  and p l i a n t  Eve t o  a naively d e l i g h t e d  Adam (Fig. 
3 ) .  A t  their  feet, misjoined c r e a t u r e s  s t r u g g l e ,  and a 
haughty c a t  d ispa tches  a paralyzed mouse i n  an unmis- 
t a k a b l e  p r e f i g u r a t i o n  o f  t h e  F a l l .  A r a b b i t ,  t h e  
symbol of p roc rea t ion ,  t u r n s  h i s  back. I n  t h e  c e n t e r  
of the  t r i p t y c h ,  p r o l i f e r a t i o n s  o f  l i t h e  and golden- 
tressed Eves c a v o r t  i n  a founta in  among emblems of 
l a s c i v i o u s n e s s  and seduct ion,  and, i n  t h e  t h i r d  panel ,  
t h e  occupants of h e l l  which a r e  pa rod ies  o f  Eve, d i s -  
p lay  t h e  p e r v e r s i t i e s  of  l u s t  (F ig .  4 )  . H e r e ,  Boschls 
Eve seems t h e  prime example of the innocent--perhaps 
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t h e  decep t ive ly  i n n o c e n t  source of s i n  and dea th .  
wi th in  t h e  Renaissance  p i c t o r i a l  t r a d i t i o n ,  one 
f i n d s  a  r i c h  v a r i e t y  o f  Eves, ranging i n  predominant 
a t t r i b u t e s  from wanton f r a i l t y  t o  t r a g i c  d i g n i t y ,  but  
none which emphasize v i r t u e .  Above a l l ,  f o r  t h e  Re- 
naissance a r t i s t ,  E v e  embodies a n  overpowering physical  
beauty t h a t  is both a g l o r y  and a  snare .  Visua l  depic- 
t i o n s  of t h e  Tempta t ion  (Figs .  5,6) are o f t e n  impl i c i t -  
l y  sexual .  F l o r i s  and T i n t o r e t t o  e x p l i c i t l y  1 ink 
beauty and s e x u a l i t y  d i r e c t l y  t o  an immediate F a l l  thus  
suggest ing t h a t  b e a u t y  and passion a r e  i n h e r e n t l y  
co r rup t ing ,  and therefore  t o  be avoided (McColley 4-7) . 
During t h e  Rena i s sance ,  a r t i s t s  i n c r e a s i n g l y  
concentrated t h e  s t o r y  o f  Adam and Eve i n  a s i n g l e  
scene; they almost i n v a r i a b l y  s e l e c t e d  t h e  moment o f  
Adam1 s choice. Durer s 1504  engraving of ~ i t i a n ' s  
p a i n t i n g  p o r t r a y s  a s e d u c t i v e  Eve t ak ing  t h e  f r u i t  
while an anxious Adam looks  on perplexed and t r i e s  t o  
r e s t r a i n  h e r  (Fig. 7 )  . The pa in t ings  of Rubens (Fig.  
8), T i n t o r e t t o  (Fig.  6 )  , S a l v i a t i  ( F i g .  9 )  , Durer (Fig.  
7 )  , Cranach (10) , t he  Medici t a p e s t r i e s  (11) , and van 
Linge ' s  chapel window a t  Oxford (Fig.  1 2 )  show Eve 
tempting Adam; Eve t a k e s  t h e  f r u i t  from t h e  s e r p e n t ' s  
mouth with one hand and o f f e r s  it t o  Adam wi th  t h e  
o the r  - The p i c t o r i a l  t r a d i t i o n  c o n s t r u c t s  Eve either 
dangerously innocent  or a t t r a c t i v e l y  wicked. 
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The Renaissance imagination was heavi ly  s tocked 
with images of Eve from which Milton drew heavily.  
Consequently,  although h e  could n o t  r e l y  on any d i r e c t  
i n s p e c t i o n  i n  shaping h i s  p o e t i c  d e s c r i p t i o n  o f  Eve, 
Milton was not  descr ib ing  t h e  undescribed; Eve had been 
a s u b j e c t  i n  Western a r t  f o r  c e n t u r i e s .  No i n t e l l i g e n t  
man l i v i n g  i n  t h e  seventeenth  century--even one who 
went b l i n d  i n  h i s  for t ies - -could  have avoided t h e  
sur rounding  impressions of h o w  Eve was imaged i n  a r t .  
For t h o s e  c u l t i v a t e d  Englishmen who took a con t inen ta l  
t o u r ,  there was a l s o  t h e  g r e a t  t r e a s u r y  of European 
images o f  t h e  f i r s t  mother seen  a t  f i r s t  hand. This  
was a v a i l a b l e  t o  t h a t  ' I f i t  audience though feww f o r  
which Mil ton  wrote, and provided a v a s t  r e s e r v o i r  o f  
images upon which r e a d e r s  could draw i n  reading  Para- 
d i s e  L o s t  (Parker 4 0 0 - 4 0 1 ) .  Although, Mi l ton ' s  Eve 
may n o t  have been f i n a l l y  cons t ruc ted  u n t i l  near ly  
t h i r t y  y e a r s  a f t e r  h i s  journey, indeed, one could argue 
t h a t  t h e  f i f t e e n  months Milton s p e n t  abroad, inc luding  
a yea r  i n  I t a l y ,  i n  1638-39, appear t o  have been i m -  
mensely format ive  i n  formulating h i s  cons t ruc t ion  o f  
Eve. 
Eighteenth-century p a i n t e r s  William Hogarth, Henry 
~ u s e l i  , and William Blake regarded Milton s verba l  
d e s c r i p t i o n s  a s  remarkably and memorably p i c t o r i a l  
(Spencer 1 2 )  . ~ i l t o n ' s  v i s u a l  imagination indeed is 
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memorably p i c t o r i a l  ; one might, however, rephrase t h a t  
concept  and s a y  that Milton remembers w e l l  t h e  p i c t o r i -  
a l  t r ad i t ion - -espec ia l ly  when c o n s t r u c t i n g  h i s  Eve. 
M i l t o n ' s  Eve could well  be viewed l i k e  Boschls  pa in t -  
i ng ,  a n  image t o  be read synchronically--Eve as  tempt- 
ress p a s t ,  p resen t ,  and fu tu re .  One could  conclude 
t h a t  Eve has been l i t e r a l l y  tlframedll by iconographic  
t r a d i t i o n .  
Mil ton assoc ia ted  p a i n t e r s  w i t h  p o e t s  on t h e  same 
high l e v e l  of human endeavor. In  The F i r s t  Defense, 
publ ished i n  1561, he w r i t e s  t h a t  t h e  power of  k ings ,  
when exe rc i sed  a p a r t  from r ighteousness ,  i s  comparable 
t o  t h a t  of highway robbers and below t h a t  of p a i n t e r s  
and poe t s .  Indeed, Milton is o f t e n  c h a r a c t e r i z e d  as 
both a poe t  and a  p a i n t e r .  I n  1932, t h e  p a i n t e r  and 
e d i t o r  Jonathan Richardson even wrote  t h a t  'IMiltonl s 
p i c t u r e s  are more sublimely g r e a t ,  d iv ine ,  and love ly  
than  Homer1 s ,  or  Vi rg i l  s, o r  t h o s e  of  any o t h e r  poe t ,  
o r  of a l l  poe t s ,  anc ient  o r  modern, and he favorably 
compared M i l t o n ' s  verba l  landscapes,  p o r t r a i t s ,  and 
h i s t o r y  p a i n t i n g s  t o  t h e  words of the g r e a t e s t  Renais- 
sance and baroque a r t i s t s  (Richardson 154-155) . Thus, 
i f  Mil ton were t o  obey his own c a l l i n g  t o  " a s s e r t  
E t e r n a l  Providence, / And j u s t i f y  t h e  ways of God t o  
ment1 (I. 25-26)  , h i s  t a s k  would b e  t o  c r e a t e  p o e t i c a l l y  
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such an  Eve a s  a j u s t  and provident  God must be sup- 
posed t o  have c rea ted .  Indeed, some femin i s t  critics 
contend t h a t  Mil ton intended t o  e x t r i c a t e  Eve from a 
r educ t ive  iconographic and l i t e r a r y  t r a d i t i o n  by con- 
s t r u c t i n g  h e r  as imaginative,  r a t i o n a l ,  i n t e l l i g e n t ,  
c h a s t e ,  sensuous, f r e e  and responsible--as  f r u i t f u l l y  
tempering t h e  i n g r e d i e n t s  o f  v i r t u e  i n  a l l  h e r  a c t i o n s  
u n t i l  t h e  moment when S a t a n ' s  lies ' ' Into her h e a r t  t oo  
easy en t rance  won1' ( I X .  7 3 4 )  . However, c u l t u r a l  
a r t i f a c t s  of E v e  which surrounded t h e  poe t  compared t o  
t h e  t e x t ' s  cons t ruc t ion  of h e r ,  demonstrate  t h a t  Milton 
followed iconographic t r a d i t i o n  and, t h u s ,  con t r ibu ted  
t o  t h e  framing of  E v e  a s  a temptress  e i t h e r  conscious- 
l y ,  semiconsciously o r  even subconsciously i n  Paradise  
Lost 
-
Diane McColley suppor ts  the  concept t h a t  Eve is 
"framedIt by p i c t o r i a l  t r a d i t i o n .  That c o n s t r u c t  of Eve 
as ' 'crooked by naturee1 grows out of a t r a d i t i o n  seem- 
ing ly  impossible  t o  abandon by e x c l u s i v e l y  r a t i o n a l  
means. McColley contends t h a t  p a i n t e r s  and poe t s  a l i k e  
u s u a l l y  d e p i c t  t h e  first woman a s  " inhe ren t ly  d e f i c i e n t  
i n  v i r t u o u s  e n t e r p r i s e ;  t h e  mother of mankind i n  a r t  
and v e r s e  is weak, vain ,  use less ,  mindless,  t r i f l i n g ,  
grasp ing ,  v a c i l l a t i n g ,  wanton, o b s t i n a t e ,  presumptuous, 
and (none the les s )  f a t a l l y  seduct ive  A t  h e r  most 
appeal ing,  she embodies passion sub juga t ing  reason; a t  
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her w o r s t  she is t h e  a p t  and wi l l ing  instrument of 
ev i l "  (McColley 1 -2 ) .  
The iconographic t r a d i t i o n  shaping the Renaissance 
image of Eve, f o r  example, o f fe red  almost no represen- 
t a t i o n s  which suggest t h a t  her p re lapsa r ian  l i f e  w a s  
innocent  a f t e r  God married her t o  Adam and ins t ruc ted  
them. Throughout t h e  cen tu r i e s  of Chr i s t i an  a r t ,  
r ep re sen t a t i ons  of t he  f i r s t  t h r e e  chapters  of Genesis 
have focused on temptation: Adam, Eve, Serpent,  T r e e .  
P i c t o r i a l  na r r a t i ve s  regu la r ly  proceed from e i t h e r  t he  
c r e a t i o n  of Eve, the marriage, o r  t h e  prohibi t ion  
d i r e c t l y  t o  t h e  f i r s t  s i n ,  with no depic t ion  of o r i g i -  
na l  r ighteousness  i n  between. Since t h e  t e x t  of Gene- 
sis o f f e r s  no a c t u a l  demonstration of o r i g i n a l  v i r t u e ,  
Bible i l l u s t r a t i o n s  follow t h i s  program a s  do medieval 
church and book decorat ions,  and ~ e n a i s s a n c e  cycles  
(Figs. 13-18) . CranachB s na r r a t i ve  pa in t i ng  (Fig. 1 9 )  , 
t h e  Limbourg Brothers '  S torv  of Adam and Eve (Fig. 4 5 ) ,  
and Michelangelo's S i s t i n e  f rescoes  a l s o  proceed from 
c r e a t i o n  d i r e c t l y  t o  t h e  F a l l  (McColley 6)  . J. B. 
Trapp p o i n t s  o u t  that the  Genesis cycle  appears in  
surroundings t h a t  emphasize t h e  process of redemption 
(226). Michelangelo's is a typ ica l  i n  s t r e s s i n g  power- 
f u l  conclus ions  of agony and woe. The  climax of an 
iconographic program is most o f ten  t h e  ~ n c a r n a t i o n  o r  
t h e  C e l e s t i a l  paradise,  and t h e  sequence con t r a s t s ,  
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o f t e n  by v i s u a l  p a r a l l e l s  o r  oppos i t ions ,  Eve as the 
instrument  of e v i l  with Mary a s  t h e  v e s s e l  of graceo-a 
c o n t r a s t  summed up i n  the r e c u r r e n t  topos of t h e  Annun- 
c i a t i o n  with the Expulsion. Whether o r  n o t  t h e  e f f e c t s  
o f  t h e  F a l l  a r e  regarded a s  remediable,  o r  even f o r t u -  
n a t e ,  however, Eve is  p r imar i ly  a temptress  (Mccolley 
6 )  
Eve was n o t  p a r t i c u l a r l y  d i s t i n g u i s h e d  i n  p a i n t -  
i n g s  by h e r  a s soc ia t ions  w i t h  f lowers,  but  i n  a s tudy  
e n t i t l e d  It  F lora ,  Goddess and Courtesan, It J u l i u s  Held 
h a s  poin ted  out  t h a t  t h e  a r t i s t i c  r e p r e s e n t a t i o n s  o f  
F lora  no t  only r ep resen t  t h e  inc reas ing  popu la r i ty  o f  
gardening; more important ly ,  h i s  a n a l y s i s  demonstrates  
how Mi l ton ' s  a l l u s i o n  t o  F lo ra  connects  h e r  with Eve. 
And t ha t  l i n k  between Eve and Flora  has  s t r o n g  sugges- 
t i o n s  of  a frame. The comparison of Adam's awakening 
t o  'when Zephyrus on Flora  breathest1 (V.  16) is a 
t y p i c a l l y  Mil tonic  adap ta t ion  of a mythological  theme, 
and one which h a s  a r evea l ing  p a r a l l e l  i n  r ep resen ta -  
t i o n a l  a r t .  F lora  acquired a n  unmistakably e r o t i c  
c h a r a c t e r  both i n  l i t e r a t u r e  and i n  p a i n t i n g  because of 
h e r  amorous union with Zephyrus. Thus, it was i n e v i t a -  
b l e  t h a t  i n  p i c t o r i a l  r ep resen ta t ions  of  the  nymph o f  
sp r ing ,  t h e  b r i d e  of Zephyrus and t h e  goddess o f  flow- 
e r s ,  t he  e r o t i c  appeal  of t h e  f i g u r e  would be empha- 
s i z e d  i n  var ious  ways ( H e l d  203-204) . Frequent ly  F lo ra  
is t r e a t e d  i n  a r t  and l i t e r a t u r e  a s  a h a r l o t ,  w i t h  I f a l l  
t h e  hal lmarks o f  a  p o r t r a i t  of a  c o r t i g i a n a N  (Held 
217 )  . Of such i n t e r p r e t a t i o n s ,  T i t i a n '  s Flora  is t h e  
most famous (F ig .  47) . Suggest ions o f  t h e  courtesan 
Flora  might have l e n t  v i s u a l  suppor t  t o  Mi l ton ' s  some- 
t imes i r o n i c a l  t reatment  of Eve. C e r t a i n l y ,  Eve is 
a s s o c i a t e d  w i t h  t h e  e r o t i c a l l y  a t t r a c t i v e  f l o r a l  god- 
dess t h e  morning she r e l a t e s  he r  troublesome dream t o  
Adam. Even though Eve's a s s o c i a t i o n  with F lora  occurs  
wi th in  t h e  au thor ized  freedom of pure  married love long 
be fo re  s h e  e a t s  t h e  f r u i t ,  such s t r o n g  undertones a r e  
e s t a b l i s h e d  by t h i s  l i n k  t h a t  Eve is viewed a s  a har-  
l o t .  
Because p i c t o r i a l  r e p r e s e n t a t i o n s  i n e v i t a b l y  focus 
on t h e  F a l l ,  and, because t h e  F a l l  is  t r a d i t i o n a l l y  
r ep resen ted  i n  a r t  by Eve reaching f o r  t h e  f r u i t ,  t h e  
t lpeaceable  garden"--the Paradise  where Eve f i r s t  awak- 
ens ,  the garden where she works, and h e r  home which is 
lost--seems a  product ive p lace  t o  begin.  
I n  I t a l y ,  gardening had long been t aken  a s  symbol- 
ic  of t h e  conquest  of v i r t u e  over v i c e ,  a kind of 
b r i n g i n g  reason and o rde r  t o  t h e  llwantontf excess  of 
na tu re .  I t  is p a r t i c u l a r l y  c u r i o u s  t h a t  bo th  Paradise  
and Eve a r e  cons t ruc ted  a s  "Nature h e r e  / Wantoned as 
i n  h e r  prime, . . . pouring f o r t h  more sweet, / W i l d  
above r u l e  o r  art1' (V. 294-97)  . The c o n s t r u c t i o n  o f  
Eve wi th in  t h e  Garden and he r  r e l a t i o n s h i p  t o  t h e  p lace  
of he r  awakening, by a r t i s t s  preceding Milton,  can be 
used a s  a s t a n d a r d  of comparison f o r  t h e  t e x t ' s  con- 
s t r u c t i o n  o f  Eve and her  environs,  a s  evidence of an 
iconographical  frame . The Garden of Eden, by Jan 
Brueghel the E l d e r ,  r ep resen t s  a wooded landscape of 
glowing t r a n q u i l i t y ,  r i c h  with l u s t r o u s  f r u i t s  and 
d e l i c a t e  f lowers  and teeming with d e l i g h t f u l  b i r d s  and 
beas t s  (Fig.  2 1 )  . From t h i s  en t ranc ing  foreground, t h e  
eye is l e d  by l i g h t s  of s t ream and sky t o  two d i s t a n t  
human f i g u r e s .  One reaches toward t h e  o t h e r  with one 
hand and, w i t h  t he  o the r ,  toward a t r e e .  Vaguely 
entwined around t h e  t r e e  is what might be a v i n e ,  o r  
perhaps it might be a snake. This t y p i c a l  representa-  
t i o n  of  t h e  F a l l  t r ansmi t s  a tremor of apprehension 
t h a t  t h e  peaceable  Garden is about t o  be l o s t  (McColley 
4-5)  
 side from ~ i c h e l a n g e l o ' s  pervas ive ly  d e s o l a t e  
r e p r e s e n t a t i o n  o f  Paradise  in  h i s  S i s t i n e  p a i n t i n g  
(Fig.  2 0 )  , t h e  p i c t o r i a l  t r a d i t i o n  makes t h e  Garden a 
p lace  o f  i d l e  p leasu re ;  the  scenes a r e  flowery,  sweetly 
perfumed by n a t u r a l  s c e n t s ,  va r i ed  i n  l i g h t  and shade 
and contour  of f o r e s t ,  g lade,  and water ,  and, i n  sum, 
abundantly fer t i le  and wildly overgrown, s i m i l a r  t o  
Mi l ton ' s  ve rba l  landscape of Eden. This  f e r t i l e  luxu- 
r i a n c e  can be t r a c e d  t o  the f i f t h  c e n t u r y  i n  an ivory  
dip tych  now i n  Florence,  a s  w e l l  as  t o  medieval a r t -  
ists, who a l s o  suggested a r i c h n e s s  of l i f e  i n  t h e i r  
a r t .  A f t e r  t h e  f i f t e e n t h  century,  l uxur i ance  abounds 
i n  v i r t u a l l y  every view o f  Eve's environment, even on 
occasions sugges t ing  "a v a s t  w i l d  pa rk , "  a s  i n  t h e  
Window of Char io t s  c r e a t e d  f o r  S t .  Vincent i n  Rouen 
about 1525 (Male 138-39) . I n  t h e  seventeenth century ,  
however, p i c t o r i a l  analogues come c l o s e s t  t o  resembling 
the  fertile luxur iance  of Mi l ton ' s  Garden. I n  England, 
the s t a i n e d  g l a s s  window executed i n  1 6 4 1  by Abraham 
Van Linge shows Eden w i t h  t h e  lu sh  overgrowth o f  a r a i n  
f o r e s t  (Fig.  1 2 ) .  Both Bruegel and Rubens' conception 
of Eden v i s u a l i z e  a s i m i l a r  opulence i n  n a t u r e  (Fig. 
2 1 , 2 3 )  . M i l t o n l s  p a r a d i s e  of a l l  t h e  s e n s e s  ( V I I I .  
526-28) is  suggested i n  many a r t  works, b u t  t h e  most 
symbolic s ta tement  is  an unsigned engraving of t h e  l a t e  
s i x t e e n t h  o r  e a r l y  seventeenth century ( F i g .  2 2 ) .  The 
engraving, mounted i n  t h e  K i t t o  Bible,  p o r t r a y s  Eve 
presented  t o  Adam, each arous ing  a n  immediate and e l e c -  
t r i c  response i n  t h e  o t h e r ,  wi th in  a scene of Paradise  
which is surrounded by f i g u r e s  personi fy ing  t h e  f i v e  
senses--in a l l ,  such ''a wilderness  of sweetst1 (V. 294) 
(Frye 240-42). 
Usually Milton conforms r a t h e r  c l o s e l y  t o  one o r  
another  of the e s t a b l i s h e d  v i s u a l  t r a d i t i o n s  of Para- 
d i s e .  David Daiches f i n d s  Milton1 s Eden a s  conforming 
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t o  v i s u a l  t r a d i t i o n s ,  y e t  he  a l s o  s t a t e s ,  "Nature, bo th  
animal and vegetable ,  is  desc r ibed  w i t h  an almost 
Baroque luxur iance ,  but  a  h e r a l d i c  formal i ty  c o n t r o l s  
t h e  profus ion  and prevents  any sugges t ion  of t h e  f l o r -  
id"  (188) . I n  s h o r t ,  a  combination of both c o n t r o l  and 
excess  can be found i n  Mi l ton ' s  Garden. 
The o v e r a l l  s t r u c t u r e  of Mi l ton ' s  Garden is or- 
dered;  it is surrounded by a forest and t h i c k e t ,  topped 
by a  w a l l  over wh ich  t r e e s  appear,  t h e  h ighes t  t r e e  i n  
t h e  Garden being t h e  Tree of  L i fe .  In  con t rad i s t inc -  
t i o n  t o  t h e  order ,  however, t h e  Garden a l s o  shows s i g n s  
of excess.  Adam speaks of  ltbranches overgrown, It o r  
"wanton growth," and of blossoms and dropping gums 
which "ask r iddancet t  a s  t h e y  " l i e  bestrown uns igh t ly  
and u n s m o ~ t h ~ ~  ( I V .  627-32) . What Adam and Eve can  
prune o r  l t lopw away, they f i n d  t h a t  Itone n i g h t  o r  two 
wi th  wanton growth de r ides  / Tending t o  w i l d "  ( I X .  210- 
1 2 )  . Such excess  demands t h e  best e f f o r t s  o f  Adam and 
Eve t o  prune and remove the  unwanted growth so t hey  may 
t r e a d  the  Garden with ease.  T h i s  Itwanton growth," t h i s  
d i s o r d e r  of t h e  Garden, compared t o  t h e  d i s a r r a y  of 
Eve ' s  h a i r  s u b t l y  frames her  a s  wanton--as l1Tending t o  
w i 1 d . I '  Like t h e  Gardents need t o  be c u l t i v a t e d ,  Eve is 
cons t ruc ted  as d e l i g h t f u l l y  i n  d i s o r d e r  i n  h e r  appear- 
ance. 
both  
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Not equal,  a s  t h i r  sex  n o t  equal seemld; 
For contemplation h e e  and va lo r  form'd, 
For sof tness  shee  and s w e e t  a t t r a c t i v e  Grace, 
H e e  f o r  God only, shee f o r  God i n  h i m :  
H i s  f a i r  large Front and Eye sublime dec l a r ' d  
Absolute ru le ;  and Hyacinthine Locks 
Round from h i s  par ted  fore lock manly hung 
Clus t ' r ing ,  but not  beneath h i s  shoulders  
broad: 
Shee a s  a  v e i l  down t o  the s lender  wais t  
H e r  unadorned golden t r e s s e s  wore 
Dishevel1 Id, but i n  wanton r i n g l e t s  wav e 
A s  the  Vine c u r l s  her  t e n d r i l s ,  which impli 'd  
Subjection, but r equ i r  d  w i t h  gen t ly  sway, 
And by her  yielded,  by h i m  be s t  r ece iv 'd ,  
Yielded with coy submission, modest p r ide ,  
And sweet r e luc t an t  amorous delay ( I V .  295- 
311 )  
I n  add i t ion  t o  the disorder  of her  looks,  t h e  con t ras t  
of t h e  cons t ruc t ion  of Adam's ~ ~ ~ l u s t e r e d ~ ~  s h o r t  h a i r ,  
and Eve 's  "wanton t resses t1  suggests an i nequa l i t y  of 
t h e  sexes, emphasizing Adam's reason over Eve I s  pas- 
s i on ;  t h i s  con t r a s t  echoes the  t r a d i t i o n a l  symbol of 
gardening represent ing t h e  conquest of reason over 
passion, of v i r t u e  over v i c e .  Outward impressions and 
inward assessments of Eve's h a i r  a s  described by Milton 
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seem t o  p o i n t  t o  a need f o r  c o n t r o l .  H e r  long ,  golden 
h a i r  may be a s i g n  of her  feminin i ty :  i ts v e i l - l i k e  
q u a l i t y  may sugges t  modesty; h e r  "unadornedvv h a i r  may 
demonstrate t h a t  she e x i s t s  i n  t h e  s t a t e  of n a t u r a l  
innocence; y e t ,  i ts  @ldishevel l  Id, b u t  i n  wanton ring- 
l e t s  waved1@ sugges ts  prof us ion ,  provocat ion,  and charm- 
ing  d i s o r d e r ,  much l i k e  the Garden--again sugges t ing  a 
need t o  be governed. 
I t  appears t h a t  Milton does n o t  r e l y  upon a purely 
conceptual set  o f  images of Eve; h e  s e l e c t s  and ex- 
c ludes from t h e  p o s s i b i l i t i e s  a v a i l a b l e  t o  h i m .  The 
convention i n  a r t  and l i t e r a t u r e  f o r  t h e  c o l o r  o f  Eve's 
h a i r ,  however, demanded t h a t  s h e  have golden t r e s s e s .  
This  w a s  an abso lu te  given of t h e  v i s u a l  formula. Few, 
i f  any, could have imagined Eve with h a i r  o f  any o the r  
co lo r .  
G i a m e t t i  informs us o f  p a r a l l e l s  i n  t h e  descr ip-  
t i o n  of Aphrodite by Homer and Marino, and o f  Horace's 
'Iyellow-haired Pyrrhatv (Giametti  319-20 and 323) . 
Milton, however, needed no vvgolden AphroditeVv i n  order  
t o  c o n s t r u c t  h i s  Eve. Although t h e r e  w e r e  a few dark- 
ha i red  Eves p r i o r  t o  t h e  ~ e n a i s s a n c e ,  from t h e  Renais- 
sance on,  Eve's  hair was always blonde. Colored repro- 
duct ions  of t h e  Medici t a p e s t r i e s  (F igs .  24 ,25) ,  t h e  
van Linge window (Fig.  1 2 )  , and t h e  Rubens p a i n t i n g  a r e  
r e p r e s e n t a t i v e  ( F i g . 8 ) .  pa in t ings  by Masolino (Fig.  
2 6 )  , Michaelangelo (Fig.  20 )  , T i n t o r e t t o  (F ig .  6)  , and 
v i r t u a l l y  a l l  o t h e r  Renaissance a r t i s t s  call t o  mind 
Milton I s phrases  "golden t r e s s e s "  and "flowing gold. If 
Visual compositions of  Eve s hair,  however, vary 
i n  an i n t e r e s t i n g  p a r t i c u l a r .  Mi l ton ' s  Eve wears h e r  
h a i r  "as a  ve i l1*  only t o  her wa i s t ,  a s  do t he  Eves o f  
Cranach (Figs.  10,19) . It  may be t h a t  Mil ton c u t  Eve1 s 
h a i r  s h o r t  a t  the  wa i s t  i n  order  t o  r e i n f o r c e  h i s  
a s s e r t i o n  t h a t  t l those mysterious p a r t s n  were no t  then 
concealed ( I V .  3 1 2 )  . The poet  's d e s c r i p t i o n  excludes 
any v i s u a l  image of the long  h a i r  t h a t  f a l l s  t o ,  o r  
even below, Eve l s  but tocks ,  a s  it is shown i n  the  
Grimani Breviary (F ig .  27), Durer 's  o i l s  (F ig .  28), t h e  
Lyons Bible ,  t h e  Univers i ty  College windows, and t h e  
Medici t a p e s t r i e s  (Fig.  11,24,25) . The l e n g t h  of Eve8 s 
h a i r ,  extending only t o  the waist, may be  a  r e f l e c t i o n  
of Mi l ton ' s  personal  t a s t e ,  o r  it may be a means of a- 
voiding any i n t r u s i o n  of pos t l apsa r i an  prudery.  
When Eve's h a i r  is descr ibed as  " i n  wanton r ing-  
lets waved / A s  t h e  v ine  c u r l s  her t e n d r i l s ,  which i m -  
p l i e d  / Subjection,I1 Milton is evoking a  long  estab-  
l i s h e d  a r t i s t i c  t r a d i t i o n  of Evels  wavy h a i r .  There 
had been some s t r a igh t -ha i red  Eves p r i o r  t o  1600,  a s  i n  
t h e  p a i n t i n g s  by Masolino (Fig. 2 6 )  and Massaccio and 
i n  t h e  Bedford Book of Hours (Fig. 2 9 )  , and b a r e l y  
waving h a i r  may be found on Eve i n  t h e  Ch ios t ro  Verde, 
t h e  Pseudo M e t  de  B l e s  (Fig.  30)  , t h e  S. Marco mosaics, 
t h e  1544 Lyons Bible,  and i n  the A l t d o r f e r  p a i n t i n g  
(F ig .  31)  . Afte r  1500, however, Eve ' s  h a i r  is  t y p i c a l -  
l y  c u r l y ,  a s  i n  t h e  Medici t a p e s t r i e s .  Frequent ly ,  
artists painted p r e c i s e l y  the  v ine - l ike  c u r l s  Milton 
descr ibed ,  a s  seen i n  Durer s engraving (Fig.  7 )  , 
R i z z o l s  s t a t u e  (F ig .  32 ) ,  Mabusels drawing (Fig .  3 3 ) ,  
and almost inva r i ab ly  i n  Cranach (F ig .  1 0 ) .  
Milton descr ibes  Eve's h a i r  a s  wdishevel led , l l  and 
i n  s o  doing he  excludes a  f requent  f e a t u r e  i n  v i s u a l  
r ep resen ta t ions  o f  her .  I n  T i n t o r e t t o l s  p a i n t i n g  of 
t h e  F a l l  (Fig.  6 ) ,  f o r  example, Eve's  h a i r  is n e a t l y  
s e t  about  h e r  head, and it is  bound up i n  t i n y  e n c i r c l -  
i n g  b r a i d s  i n  t h e  pa in t ing  by S a l v i a t i  (Fig. 9 )  . 
Michelangelo's  Eve a t  t h e  F a l l  (Fig.  20 )  p r e s e n t s  her  
h a i r  s i m i l a r l y  bound up, b u t  it is flowing i n  a  dishev-  
e l e d  fashion a t  t h e  Expulsion, suggest ing t h e  d i f f e r -  
ence i n  p re l apsa r i an  and p o s t l a p s a r i a n  appearance. T h e  
impl ica t ion  then is t h a t  E v e ' s  h a i r  becomes a s i g n  of 
h e r  llmoralw s t a t e .  Milton chooses t o  exclude t h e  
n e a t l y  bound h a i r  r ep resen ta t ions .  That iconographic 
t r a d i t i o n ,  however, w a s  n o t  u n i v e r s a l l y  accepted,  f o r  
t h e r e  a r e  many examples of Eve's f ree-f lowing h a i r  
p r i o r  t o  t h e  F a l l .  
The Medici t a p e s t r y  shows Eve b inding  up  h e r  h a i r  
a f t e r  the F a l l ,  b u t  a s  she is expe l l ed  from t h e  Garden, 
her  h a i r  f lows loose ly  (Fig. 3 7 ) .  I n  a 1557 p o r t r a i t  
o f  T h e  Judmnent of Adam and Eve by Paolo F a r i n a t i  (Fig. 
3 4 ) ,  Eve a l s o  binds her  h a i r  sugges t ing  t h e  inf luence  
o f  the Medici t a p e s t r i e s  (Frye 273-74) . 
I n  t he  t e x t ,  a f t e r  the  F a l l ,  Eve wins Adam t o  her ,  
however, by h e r  meekness and her  sugges t ion  of self- 
s a c r i f i c e .  She approaches h i m  wi th  " t r e s s e s  a l l  d i s -  
o r d e r l d w  ( X .  911), t h e  same t r e s s e s  which, l i k e  t h e  
v i n e ,  had s i g n i f i e d  her  submissiveness and dependence. 
Now t h o s e  t r e s s e s  s i g n i f y  d e s p a i r ;  Milton,  i n  f a c t ,  
makes a pun on t h e  word t l d i s t r e s s . l l  "Now a t  h i s  f e e t  
submissive i n  distresstf (X.  9 4 2 )  . T h e  obvious connec- 
t i d n  between t h e  d i so rde r  of t h e  Garden and its need 
f o r  c u l t i v a t i o n  and t h e  d i so rde r  of Eve ' s  h a i r  re in-  
f o r c e s  the  idea  t h a t  the cons t ruc t ion  of Eve a s  Itwan- 
t o n m  is  indeed predetermined by iconographic t r a d i t i o n .  
Fur the r ,  t h e  image of the  v i n e  winding around t h e  
e l m  ( l i k e  a snake) i m p l i c i t l y  sugges ts  t h a t  p a t r i a r c h a l  
r e l a t i o n s h i p  between Eve and Adam, the r e l a t i o n s h i p  
t h a t  should encourage Eve t o  c u l t i v a t e  h e r  h a i r ,  and 
h e r  garden. 
And indeed Milton re in t roduces  the  v i n e  image j u s t  
b e f o r e  the F a l l ,  when Eve goes t o  t end  h e r  r o s e s  a lone,  
and l e a v e s  Adam If to  wind / The woodbine round t h i s  
a r b o r ,  o r  direct / The c lasp ing  ivy where t o  climbw 
( I X .  215-17). These a s s o c i a t i o n s  of t h e  feminine v ine  
with t h e  masculine tree had  been d i r e c t l y  connected, i n  
t h e  v i s u a l  a r t s ,  with t h e  s t o r y  of t h e  F a l l  long be fo re  
Milton wrote Paradise  Lost. T h e  t r a d i t i o n a l  motif of 
t h e  e l m  and t h e  v i n e  suggest ing t h e  t r u e  union of 
husband and wife  have been present  i n  Western l i t e r a -  
t u r e  from t h e  f i r s t  century B.C. t o  modern t i m e s .  I t  
was Ca tu l lus  who f i r s t  suggested t h e  i n t i m a t e  union o f  
m a r i t a l  e l m  and b r i d a l  v ine  a s  a p o e t i c  image of bliss- 
f u l  marriage i n  h i s  Greek epithalamium, Carmen LXII i n  
87-58 B.C. I n  Canto V,  A d a m  and Eve s e t  o u t ,  a f t e r  
they  have s a i d  their morning prayer  t o  do t h e i r  l l r u r a l n  
work; it is no t  s u r p r i s i n g  t h a t ,  among t h e i r  f i r s t  
chores ,  they  llmarryll t h e  v i n e  t o  t h e  e l m  ( D e m e t z  525- 
2 7 ) .  
t h e y  l e d  the v ine  
To wed he r  e l m ;  she  spoused about h i m  twines  
H e r  marriageable arms, and wi th  h e r  br ings  
H e r  dower t h e  adopted c l u s t e r s ,  t o  adorn 
h i s  bar ren  leaves  (V. 215-19) 
I n  Paradise  Lost which is, among o t h e r  t h i n g s ,  the  
s t o r y  o f  a stormy marriage, Milton succeeds i n  making 
use of t he  c l i c h e  of t h e  v i n e  and t he  elm t o  h i s  own 
h ighly  a l l u s i v e  ends. The metaphor of t h e  v i n e  h a s  
b i b l i c a l  r o o t s :  i n  John XV. 1, t h e  v i n e  appears  as  the 
image o f  C h r i s t  himself  myst ica l ly  wedded t o  t h e  
church, and i n  Psalm 1 2 8 ,  a good w i f e  is l ikened  t o  a 
f r u i t f u l  vine.  The b i b l i c a l  metaphor of t h e  v i n e  sup- 
ported by t h e  house became an image of feminine subjec-  
t i o n  and r e l i a n c e  upon t h e  graver  and s t r o n g e r  male. 
This  metaphor helped des ignate  t h e  r e l i a n c e  o f  the w i f e  
upon t h e  husband. The w i f e ,  supported by the  husband 
as t h e  v i n e  by the house, depended on t h a t  suppor t  f o r  
h e r  f r u i t f u l n e s s  and h e r  s t r e n g t h .  The image of t h e  
v i n e  could a l s o  s p e c i f y  the expecta t ions  which the  
husband might have of h i s  wife ,  and it t h e r e f  o re  became 
t h e  symbol of  feminine v i r t u e s ,  c h a r a c t e r i s t i c s ,  weak- 
nesses ,  and matrimonial a s s i s t ance .  Nearly every 
Renaissance w r i t e r ,  inc luding  Richard Hooker, John 
Donne, and Samuel Purchas who wrote on t h e  d u t i e s  of 
women, i n s t r u c t s  them t h a t  t h e i r  first o b l i g a t i o n  is t o  
preserve  t h e i r  c h a s t i t y ,  p r e s c r i b i n g  c l o s e  confinement , 
censored reading, indus t ry ,  and s i l ence .  And, al though 
t h e  Reformation d i d  much t o  ease  p a t r i s t i c  r e s t r i c t i o n s  
on women's l i b e r t y ,  both P u r i t a n  and moderate Anglican 
writers, while g e n e r a l l y  improving t h e  l o t  o f  women by 
a f f i rming  the d i g n i t y  and s a n c t i t y  of marriage, cont in-  
ued t o  echo t h e  old assumptions (McColley 2 5 - 2 6 ) .  T h e  
homily " O f  t h e  S t a t e  of Matrimonytt au thor i zed  by Queen 
E l i zabe th  reminded every pa r i sh ione r  t h a t  Itthe woman is  
a weak c r e a t u r e ,  not  endured with l i k e  s t r e n g t h ,  and 
constancy of mind . . . prone t o  a l l  weak a f f e c t i o n s ,  
and d i s p o s i t i o n s  of mind, more than men be, and more 
v a i n  i n  t h e i r  f a n t a s i e s  and opin ions ,  and t h e r e f o r e  
Itmust be spared,  and borne w i t h w  (The Second Tome of 
Homilies . . . 2 4 1 ) .  The v i n e  became more t h a n  an  
emblem of t h e  matrimonial r e l a t i o n s h i p ;  it became a 
symbol of woman h e r s e l f  ( H a l k e t t  88-89) . T h e  symbol of 
t h e  v i n e  po in t s  up male s t r e n g t h  and need, female 
weakness and f e r t i l i t y .  The v i n e  c l i n g i n g  t o  its tree 
i n  an amorous embrace a l s o  sugges ts  in t ense  sexual  
connotat ions.  Goethe uses  t h e  image of ivy and t r e e ,  
a s  c o n t r a s t e d  with t h e  m a r i t a l  embrace of elm and v i n e ,  
t o  connote unnerving and s t e r i l e  sex  (Demetz 5 2 6 ) .  
Although the  v ine  and its grapes symbolized s a c r i -  
f ice and redemption through C h r i s t ,  Byzantine ivory 
ca rv ings  placed borders  o f  v i n e - s c r o l l s  about the s t o r y  
of Adam and Eve, and t h e r e  is evidence t h a t  t h i s  idea  
w a s  picked up by I t a l i a n  c a r v e r s  i n  t h e  t w e l f t h  cen tu ry  
and c a r r i e d  on t h e r e a f t e r  i n  t h e  I t a l i a n  t r a d i t i o n .  
For example, i n  The Crea t ion  o f  Eve executed by Andrea 
Pisano f o r  t h e  Campanile i n  Florence (Fig.  35), C h r i s t  
draws Eve by t h e  hand from t h e  s i d e  of Adam, and d i -  
r e c t l y  above h e r  head, t h e r e  is a t r e e ,  wound about by 
a v ine ,  a r i c h l y  suggest ive v i s u a l  scheme. While t h e  
entwined v i n e  may suggest  t h e  mercies of  C h r i s t ,  P i -  
S ~ ~ O ' S  Eve may a l s o  be taken  as a commentary on t h e  
marr iage r e l a t i o n s h i p ,  h e r e  being c r e a t e d  by t h e  emer- 
gence of Eve from Adam1 s r i b ,  and def ined  by t h e  v i n e  
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e n c i r c l i n g  t h e  t r e e .  
S imi la r ly ,  t h e  r e l i e f  of t h e  F a l l  on the f i r s t  
p i l a s t e r  i n  t h e  ca thedra l  of Orv ie to  frames t h e  episode 
by p lac ing  a tree l i m b  across  t h e  t o p  o f  t h e  carving 
and c o i l i n g  a v i n e  about t h e  limb. I n  t h e  Medici 
t a p e s t r i e s ,  v i n e s  co i l ing  about tree t runks  a r e  cons is -  
t e n t l y  ev ident .  I n  t h e  t a p e s t r y  r e p r e s e n t i n g  t h e  
P resen ta t ion  of Eve t o  Adam, the  two trees which frame 
t h e  scene ,  t o  the  l e f t  and t h e  r i g h t ,  a r e  both  entwined 
wi th  v ines ,  providing a  double emphasis f o r  t h e  symbol- 
i s m .  The t a p e s t r y  The F a l l  (Fig.  11) p o r t r a y s  Adam 
c l o t h i n g  Eve w i t h  f i g  leaves ;  d i r e c t l y  a long t h e  r i g h t  
margin, t h e r e  is a  t r e e  entwined wi th  a  v i n e  v i s u a l l y  
sugges t ing  t h e i r  pos t lapsar ian  r e l a t i o n s h i p .  A similar 
i rony  is achieved i n  t h e  t a p e s t r y  The J u d m e n t  of  Adam 
and Eve ( F i g .  3 6 ) ,  i n  which A d a m  p o i n t s  an accusing 
f i n g e r  a t  Eve, a s  he kneels  a t  t h e  f o o t  of a vine- 
covered tree, and while Eve s i t s  beneath and t o  t h e  
r i g h t  o f  another .  F ina l ly ,  T h e  E x ~ u l s i o n  o f  Adam and 
Eve t a p e s t r y  (Fig.  37) shows a subdued Adam and Eve as 
-
t h e y  p a s s  by a  t r e e  heavi ly  encased w i t h  v i n e s  (Frye 
247-48). 
Y e t ,  i n  a  more s i n i s t e r  sense ,  when one views 
t h e s e  v i s u a l  compositions, subl iminal ly  t h e  v i n e  c a l l s  
to mind t h e  f a m i l i a r  shape of t h e  s e r p e n t  c o i l e d  about 
t h e  T r e e  of Knowledge. I n  f a c t ,  t h e r e  is noth ing  sub- 
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l imina l  about t h e  number of themes and a l l u s i o n s  which 
connect t h e  v ine  a s  symbol of woman t o  t h e  se rpen t .  
The very name Eve was believed t o  be a form of the 
Hebrew word f o r  se rpen t ,  Heva. 
 his etymology w a s  one 
which Church Fathers  such as Clement of ~ l e x a n d r i a  
found u s e f u l  i n  poin t ing  o u t  the dangers  of womankind 
(Halke t t  131-32) . Adam's abusive o u t b u r s t  t o  Eve i n  
t h e  t e x t  f u r t h e r  r e in fo rces  t h e  connection: 
Out of my s i g h t ,  thou Serpent ,  t h a t  name b e s t  
B e f i t s  t hee  w i t h  him l e a g u f d ,  t h y s e l f  as 
f a l s e  
And h a t e f u l ;  nothing wants, but t h a t  thy  
shape, 
Like h i s ,  and c o l o r  Serpent ine  may show 
Thy inward fraud, t o  warn a l l  Crea tures  from 
t h e e  
Henceforth; l e s t  t h a t  too heavvn ly  form, 
pretended 
To h e l l i s h  falsehood, sna re  them (X.  867-73) 
Adam c a l l s  Eve "serpent" t o  emphasize the  fraudu- 
l ence  of he r  appearance, the apparent f a i r n e s s  which 
cloaked her r e a l  deceptiveness,  as t he  f o m  of  t h e  
serpent  d isguised  Satan. Y e t ,  t h e  obvious connection 
between woman and serpent  i n  both image and theme is 
not with Eve and Satan,  but  w i t h  Eve and t h e  f i g u r e  of 
Sin,  whose t o r s o  and lower p a r t s  combine beauty with 
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r epu l s iveness  and suggest  t h e  d i s j u n c t i o n  between 
apparent  good and a c t u a l  e v i l .  
Considering a l l  t h e  p o s s i b l e  meanings surrounding 
t h e  v i n e  metaphor, t h e  f i n a l  image of the v i n e  entwin- 
i n g  i t s e l f  about t h e  e l m  "framingt1 Eve "winds aroundvv 
t o  t h e  concept of se l f - love ,  concupiscence, and d e c e i t .  
T h i s  i dea  is evidenced i n  v i s u a l  composition found i n  
t h e  l a t e  twe l f th  century: t h e  Se rpen t ' s  head o f t e n  is 
drawn a s  Eve I s mi r ro r  image. 
Immensely popular  was t h e  p e r s i s t e n t  representa-  
t i o n  of t h e  combination of a s e r p e n t ' s  body wi th  a 
woman's head or  t o r s o .  w his motif appears  on an a l t a r  
a t  Klosterneuburg, executed i n  1181 by Nicolas  - of  
Verdum. The f i r s t  l i t e r a r y  re ference  t o  it occurred i n  
P e t e r  Comestorls commentary on Genesis, where t h e  
Venerable Bede is c r e d i t e d  w i t h  expla in ing  the appear- 
ance of t h e  s e r p e n t  with a woman's f a c e  a s  a r e f l e c t i o n  
of t h e  appeal  of l i k e  t o  l i k e  i n  the lVTemptation of 
Eve1' (Trapp 2 6 2 ) .  This  innovation was due, i n  p a r t ,  t o  
s t a g e  p r a c t i c e  i n  t h e  mystery plays.  Whatever t h e  
o r i g i n s ,  t h e  developments are c l e a r ,  a s  summarized by 
M. D. Anderson: "As the dialogue between Eve and t h e  
se rpen t  developed i n  t h e  later mystery p lays ,  t h e  
p o p u l a r i t y  of t h e  human-headed se rpen t  inc reased ,  and 
t h e r e  is a tendency f o r  t h e  tree t o  become a t h i c k  bush 
i n  which t h e  body of an  a c t o r  could have been hidden 
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while h i s  t a i l  was prominently displayed belowt1 (Ander- 
son 88-89) . The prominently displayed t a i l ,  of course,  
suggests s t rong p h a l l i c  connotations point ing again 
toward t h e  idea of seduction, 
I n  t h e  s ix teen th  and seventeenth cen tu r i e s ,  a 
number of pa in t ings  depic t  t h e  human port ion of  the 
hybrid a s  male. Occasionally,  t h e  s e rpen t  may be shown 
with two heads, the female addressing t h e  male and t h e  
male head addressing t h e  woman. An anonymous pain t ing ,  
from mid-sixteenth-century I t a l y  and s t rongly  under t h e  
inf luence  of Michelangelo, shows an enormously muscular 
male serpent-devil  observing Eve s persuasion of Adam 
( F i g .  38) .  Andrea de l  Minga presents  t h e  serpent  with 
a male t o r so  and face ,  showing huge s e l f - s a t i s f a c t i o n  
a t  h i s  triumph (Fig. 3 9 ) .  
The serpent with t h e  female visage,  however, was 
s o  v a s t l y  popular t h a t  it dominated a r t i s t i c  concep- 
t i o n s  of t he  Fa l l  f o r  t h r e e  hundred years  (Frye 103-4) . 
S o l a r i o t s  s t a t u e  of  Eve (Fig. 43), and Cornelius van 
Haarlemts paint ing Adam and Eve i n  Paradise  (Fig .  4 4 )  
exemplify t h i s  prevalent  idea of t h e  serpent  w i t h  t h e  
lady .visage. Raphael s Cvtherean Eve represen t s  Satan 
as feminine, i n  keeping with t h e  t r a d i t i o n  t h e  a r t i s t  
i nhe r i t ed  from h i s  predecessors (Fig. 40 )  . In his 
pa in t ing  , Eve appears open, knowing, dominant, and 
in tense .  She and Adam reach toward t h e  Serpent  open- 
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palmed. Not only i s  t h e  Se rpen t  h a l f  woman; it is a 
shadowed f igure :  t h e  same h a l f  - turned face ,  s t r a i g h t  
nose,  bowed mouth, and rounded b r e a s t s ,  t h e  same h a i r  
waved back over  t h e  l e f t  shoulder  and hanging loose  on 
t h e  r i g h t ,  each grasping a limb of t h e  t r e e ,  t h e i r  
heads n e a r l y  touching, and each bending on Adam the 
same provocative gaze. Here, t h e  Serpent  seems t o  be 
t h e  dark  side of Eve h e r s e l f  (McColley 8 ) .  
Another iconographical ly  important example o f  t h e  
hybrid serpent-woman which is s t r i k i n g l y  s i m i l a r  t o  a 
passage i n  Paradise  Lost ( I V .  388-89) is where t h e  
s i g h t  of Adam and Eve makes Satan " m e l t 1 #  i n t o  t e a r s .  
I n  1616,  Michelangelo Naccherino carved a marble s t a t u -  
a ry  group of Adam, Eve, and Satan (F ig .  4 1 , 4 2 ) .  The 
Tempter is shown w i t h  a woman's v i sage  and t o r s o ,  
weeping over t h e  f irst  parents .  The s t a t u a r y  group 
appears i n  t h e  most conspicuous l o c a t i o n  i n  t h e  Boboli 
Gardens l a i d  around the P i t t i  Pa lace  of t h e  Medici i n  
Florence.  I t  rep resen t s  a t e a r f u l  Adam and Eve both 
s tanding ,  Eve leaning on Adam as  though f o r  suppor t .  
A t  t h e i r  f e e t  is a sea ted  demonic serpent-woman, her 
t a i l  c o i l e d  behind Adam's feet. The Tempter looks up 
a t  them i n  p i t y  and is reduced t o  t e a r s  (Frye 105) .  
Yet, a s  conventional as  it was t o  compose Eve a s  
p a r t  s e rpen t  i n  bo th  poet ry  and pa in t ing ,  Milton unhes- 
i t a t i n g l y  r e j e c t e d  t h e  t r a d i t i o n  of h i s  predecessors .  
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A s  f o r  the human-serpent hybrid, Mil ton had two possi-  
b i l i t i e s .  H e  could have chosen a s e r p e n t  w i t h  t h e  
t o r s o  and head of a  man which would have provided 
f u r t h e r  p o s s i b i l i t i e s  f o r  the  b e a u t i f i c a t i o n  of h i s  
Satan.  Had he done so,  however, he would have opened 
t h e  way f o r  a  sexual  i n t e r p r e t a t i o n  of t h e  F a l l  with 
t h e  handsome male serpent  seducing E v e .  A d e s c r i p t i o n  
of t h e  s e r p e n t  a s  llwoman t o  t h e  w a i s t ,  and f a i r t 1  would 
have l ed  t o  d i f f e r e n t  p o s s i b i l i t i e s .  I f  he  had p u t  a 
woman's visage on h i s  Tempter, he  would have i n v i t e d  an 
i d e n t i f i c a t i o n  of t h e  d e v i l  with woman. There can be 
no doubt t h a t  Milton was s t rong ly  inf luenced  by t r a d i -  
t i o n a l  images of t h e  hybrid female-serpent,  b u t  he  
a s s o c i a t e d  t h a t  image not  wi th  Eve, b u t  wi th  the  person 
of S in .  Although it appears t h a t  Milton chose t o  
resist t r a d i t i o n  by s p l i t t i n g  o r  d i s t a n c i n g  "evilI1 o r  
"s inv1 from Eve, h i s  presenta t ion  of t h e  r e l a t i o n s h i p  
between Sa tan  and S i n  and Satan and Eve l e a d s  t o  cer- 
t a i n  a s s o c i a t i o n s  between S i n  and Eve which, n o t  s u r -  
p r i s i n g l y ,  sets Eve up a s  inhe ren t ly  e v i l .  
S in  is  a  byproduct of Satan,  and sp r ing ing  from 
h i s  head l i k e  a  masturbatory fan tasy ,  she  looks  l i k e  
h e r  c r e a t o r .  "Thyself i n  m e  thy  p e r f e c t  image viewing 
/ Becam'st enamoredw (11. 7 6 4 ) .  She had, on e a r l y  ac- 
qua in tance ,  " a t t r a c t i v e  graces.  I n  t i m e  S i n  coarsens 
and becomes ugly.  The moral i s  p l a i n :  S i n  is always 
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tempting a t  t h e  beginning, r e p u l s i v e  a t  t h e  end. 
Although Milton l i t e r a l l y  combines t h e  snake and t h e  
woman i n  h i s  cons t ruc t ion  o f  S i n  e a r l y  i n  t h e  t e x t ,  the  
d e s c r i p t i o n  of h e r  apparent  a t t r a c t i v e n e s s  and f i n a l  
repuls iveness  echoes i n  the  r e a d e r ' s  e a r s  when A d a m  
claims Eve was a l s o  a t t r a c t i v e  I1 . . . t h a t  t o o  
heav ln ly  form,I1 a t  t h e  beginning. But h i s  d i a t r i b e  
aga ins t  her  a f t e r  t h e  F a l l  suggests  t h a t  she ,  l ike  S in ,  
has  grown repu l s ive  "Like h is ,  and co lour  s e r p e n t i n e  
may shew / Thy inward f raud  . . ." (X .  871-72). 
A d a m ' s  t i r a d e  cont inues ( X .  873-88) w i t h  an elabo- 
r a t e  r e c a p i t u l a t i o n  of  t h e  common view o f  woman as 
found i n  near ly  every p o r t r a i t  of Eve inc lud ing  Milton: 
she is, Adam claims "crooked by nature .  I1 1 1 0  why d id  
God . . . c r e a t e  a t  l a s t  . . . t h i s  f a i r  d e f e c t  / Of 
Nature, and not f i l l  t h e  world a t  once / W i t h  Men a s  
angels  without  Feminine, / O r  f ind  some o t h e r  way t o  
gene ra te  mankind?" (X.  888-95) . Eve remains, a s  v i s u a l  
t r a d i t i o n  has  cons t ruc ted  her, on S a t a n ' s  side before  
t h e  temptat ion;  n a t u r a l l y  d e f e c t i v e  but  tempt ingly  
f a i r .  
Milton1 s Eve r e f l e c t s  t h e  t r a d i t i o n a l  v i s u a l  
r ep resen ta t ions  which were p a r t  of t h e  c u l t u r a l  con tex t  
he had i n h e r i t e d .  Consequently, by ana lyz ing  t he  
r e l a t i o n s h i p  between ~ i l t o n I s  Eve and the p i c t o r i a l  
t r a d i t i o n s  a c c e s s i b l e  t o  h i m ,  r eade r s  d i s c o v e r  tha t  t h e  
poet  c a r e f u l l y  and d e l i b e r a t e l y  cons t ruc ted  h i s  Eve o u t  
of t h e  i n h e r i t e d  c u l t u r a l  images. Although Milton 
inc ludes  some l e s s  recognizable f e a t u r e s  as he con- 
s t r u c t e d  his Eve, he c l e a r l y  uses  the images of p ic to-  
rial t r a d i t i o n .  Eve is c l e a r l y  recognizable  as a 
seduc t re s s .  
Chapter Two 
The A r t  of Eve 
By analyzing t h e  r e l a t i o n s h i p  between Mi l ton ' s  Eve 
and t h e  p i c t o r i a l  r ep resen ta t ions  a c c e s s i b l e  t o  Milton,  
readers  may d iscover  t h a t  Eve has  been c a r e f u l l y  and 
d e l i b e r a t e l y  "framed." She h a s  been cons t ruc ted  out of 
i n h e r i t e d  c u l t u r a l  images as t h e  convent ional  tempt- 
ress. ~ o t w i t h s t a n d i n g  t h e  t r a d i t i o n  of t h e  woman- 
headed se rpen t  a s  wel l  a s  o t h e r  iconographic  inf luences  
which c o n s t r u c t  Eve as a seduc t re s s ,  r e a d e r s  may a t -  
tempt t o  c o n s t r u c t  Eve a s  a composition of a c t i v e  
goodness, even though p a i n t e r s  be fo re ,  du r ing ,  and 
s i n c e  Mi l ton ' s  t i m e  r e g u l a r l y  a s s o c i a t e  he r  with unam- 
biguous images o f  vani ty ,  w i l l f u l n e s s ,  and self -love. 
And he re ,  even women reade r s  a r e  d iv ided ,  f i n d i n g  
d i f f e r e n t ,  o f t e n  opposi te ,  Eves i n  t h e  t e x t .  
Some r e a d e r s  choose t o  read an  Eve who supports  
p a t r i s t i c  ideology, an  Eve who dramatizes  the  problem 
t h a t  women's pass ions  are more vehement, v i o l e n t ,  and 
unbr id led ,  and t h a t  t h e  only  c o n s t r u c t i v e  way t o  avoid 
these  pass ions  is t o  fo rce  women i n t o  t h e  p r i v a t e  
domaih of the  home. Early feminis t  c r i t i c  Mary Wall- 
s t o n e c r a f t  regarded Mi l ton ' s  Eve a s  Itone of t h e  mascu- 
l i n e  s t e r e o t y p e s  of female nature" i n  which some women 
sought t h e i r  i d e n t i t y  and s t i l l  o t h e r s  found t h e i r  
female n a t u r e  g r o s s l y  dis tor ted-- indeed,  subjugated 
(Wit t rech 3 ) . Modern feminis t  h i s t o r i a n  Kather ine 
Rogers, c la ims  t h a t  t h e  Milton who "g i lds t t  Adam's s i n  
and I1aggravated E v e ' s * t  is emphat ical ly  a  spokesman f o r  
t h e  ' ' pa t r ia rcha l  misogyny" t h a t  he found i n  C h r i s t i a n i -  
t y ,  a s  w e l l  as i n  h i s  own c u l t u r e  (Wit t rech  11) . 
Feminist s c r u t i n y  shows t h e  e p i c  t o  be a  markedly 
oppress ive  r ep resen ta t ion  o f  t h e  pa t r i a rchy .  This  
r ep resen ta t ion  of t h e  pa t r i a rchy  a l s o  suppor t s  t h e  
enduring elements of t h e  iconographic in f luence  i n  t h e  
t e x t .  Other r eade r s ,  however, fashion an Eve who is 
l i b e r a t i n g  f o r  women. 
Maureen Q u i l l i g a n ,  f o r  example, c la ims t h a t  t h e  
t e x t  e l e v a t e s  s e x u a l i t y  and thus  persuades t h e  reader  
of t h e  importance of woman's p a r t i c i p a t i o n  i n  sexual i -  
t y ,  t h e  foundation of human society.  And Barbara 
L e w a l s k i  claims t ha t  f u l l y  shared work is a powerful 
p a r t  of t h e  t e x t ' s  persuasive argument t o  t h e  female 
r eade r ,  t h a t  she can be placed i n  a  p o s i t i o n  of equal i -  
t y  i n  l i f e ' s  important labors .  Lewalski c l a ims  t h a t  
"few writers of any era--including o u r  own--have taken 
women s o  s e r i o u s l y  a s  Milton does1' ( Q u i l l i g a n ,  2 4 2 )  . 
One might argue t h a t  t h e s e  refashionings of Eve a s  
e x t r i c a t e d  from a reduct ive  c r i t i c a l  t r a d i t i o n ,  a s  
l i b e r a t e d  i n  he r  s e x u a l i t y  and he r  desire t o  s h a r e  
equal ly  l i f e  s important l a b o r s ,  demonstrate how t h e  
f o r c e s  of  t h e  reader's c u l t u r a l  mi l ieu  i n f l u e n c e  a t t i -  
tudes  both consciously and subconsciously. 
The idea of Eve which Mil ton ' s  age  inher i t ed  
resu l t ed  from a d u a l i s t i c  hab i t  of mind: t he  supposi- 
t i o n  t h a t  nature and s p i r i t ,  body and sou l ,  passion and 
reason, and ar t  and t r u t h  are inherent ly  a n t i t h e t i c a l  
and t h a t  woman, t h e  primordial temptress ,  r epresen t s  
t h e  dark and dangerous o r  r ebe l l i ous  and t h r i l l i n g  s i d e  
of each a n t i t h e s i s  (McColley 3 ) .  Readers of t w e n -  
t ie th-century  cul ture ,  however, may no t  read Eve s 
fasc ina t ion  w i t h  he r  image a f t e r  her awakening a s  a s i n  
a t  a l l .  Young people growing up in  America's youth 
cu l t u r e ,  a cu l tu re  t h a t  emphasizes independence and 
individualism, may read t h a t  a woman must love he rse l f  
before  she  can love someone else. Thus, readers  today 
might fashion Eve a s  a rebe l  r i s i n g  up aga ins t  p a t r i a r -  
cha l  t r a d i t i o n ,  o r  they might cons t ruct  h e r  a s  a beau- 
t i f u l ,  v i r tuous  woman passing through a phase i n  h e r  
psychological development. It seems, however, t h a t  t h e  
power of the  epic conventions, which a r e  supported by 
t r a d i t i o n a l  pa t r i a r cha l  ideology--the ideology repre- 
sented  by iconographic t r a d i t i o n  which cons t ruc t s  Eve 
a s  a temptress from t h e  moment of h e r  awakening, over- 
r i d e  contemporary accul tura t ions .  
Cul tura l  evolvement inf luences l i t e r a r y  criticism ; 
t h e  c u l t u r a l  s ign systems readers  t o t e  along with them 
obviously contr ibute  t o  t h e i r  readings.  One c a n ' t  
become a seventeenth-century reader,  although one can 
imagine such a  reading s i t u a t i o n  o r  pos i t ion .  Hi s to r i -  
c i z i n g  Eve e s p e c i a l l y  exposes t h e  problematic.  There 
a r e  s c h o l a r s ,  however, who have t e a s e d  ou t  elements of 
disharmony wi th in  t h e  text--those which could be viewed 
a s  c a l c u l a t e d  con t rad ic t ions  imbedded i n  t h e  t e x t  f o r  
i n s t r u c t i v e  purposes--to o f f e r  choices  t o  readers  of 
how t o  f a sh ion  an Eve who looks  d i f f e r e n t  from t h e  
temptress  t h a t  the p i c t o r i a l  t r a d i t i o n c o n s t r u c t s .  T h e  
not ion  t h a t  t h e r e  may be d i f f e r e n t ,  o f t e n  opposing ways 
of reading  Eve, suggests  t h a t  Mil ton may have manip- 
u l a t e d  t h e  iconographic t r a d i t i o n s ,  i n v i t i n g  c a r e f u l  
r eade r s  t o  make choices  a s  t o  how t o  fashion her.  The 
ques t ion  remains: how, over t h e  yea r s  s i n c e  t h e  publ i -  
c a t i o n  of Paradise  Lost, does  t he  t e x t  i n v i t e  t h e  
r eade r  t o  discover  o the r  p o s s i b i l i t i e s  i n  Eve besides  
t h e  t r a d i t i o n a l  temptress--especially when the  t e x t  
i n v i t e s  a reading of Eve as a r e b e l  r i s i n g  up a g a i n s t  
t h e  p a t r i a r c h a l  t r a d i t i o n  s i m i l a r  t o  Satan s r e b e l l i o n  
a g a i n s t  t h e  same p a t r i a r c h a l  rule--a reading which 
p o s i t i o n s  Eve a s  l i k e  Satan i n  motivat ions and ac t ions .  
P i c t o r i a l  t r a d i t i o n  is supported by e p i c  s i m i l e ;  
Eve i s  impl ica ted  as inherent ly  e v i l  over  and over  
aga in  through h e r  jux tapos i t ion  t o  women of c l a s s i c a l  
mythology. Cer t a in ly ,  many of t h e s e  a l l u s i o n s  i n  
Pa rad i se  Lost i n v i t e  t h e  r eade r  t o  view Eve as p i c t o r i -  
a 1  t r a d i t i o n  images her-- a s  e i t h e r  vacuously innocent 
o r  a t t r a c t i v e l y  wicked--as w e l l  a s  suppor t  h e r  primary 
function: t o  tempt Adam. 
Among the numerous p o t e n t i a l l y  damaging a l l u s i o n s  
comparing Eve t o  c l a s s i c a l  c h a r a c t e r s  a r e  t h o s e  which 
l i n k  her  t o  Proserpina,  Pandora, C i r c e ,  and,  i m p l i c i t l y  
t o  Narcissus.  A l l  foreshadow a f a l l e n  E v e  long before  
t h e  F a l l  i t s e l f  occurs .  Y e t  t h e  t e x t  p r e s e n t s  each of 
t h e s e  a l l u s i o n s  i n  such ways t h a t  t h e y  do not  necessar-  
i l y  t a i n t  un fa l l en  Eve o r  d e c l a r e  h e r  f a l l  i n e v i t a b l e  
(McColley , 67 )  . J u s t  when t h e  r e a d e r  is persuaded of 
Eve's  l i k e n e s s  t o  some goddess o f  the  f a l l e n  world, 
Milton manipulates  t h e  myth, i n v i t i n g  t h e  r eade r  t o  
fashion a v i r t u o u s  Eve, i f  s / h e  chooses. 
J u s t  before  t h e  reader  glimpses Eve i n  h e r  garden 
f o r  t h e  f i r s t  t i m e ,  an a l l u s i o n  t o  Proserpina ga ther ing  
flowers r a i s e s  doubts about Eve s s u f f i c i e n c y  t o  s tand .  
This  garden, t h e  n a r r a t o r  says,  is f a i r e r  t h a n  
that f a i r e  f i e l d  
Of Enna, where Proserpin g a t h l r i n g  f l o w l r s  
Herself a f a i r e r  Flow r by gloomy D i s  
Was g a t h e r ' d ,  which c o s t  Ceres a l l  t h a t  pain 
To seek he r  through t h e  world; " ( I V .  269-73) 
According t o  Frye, Milton1 s comparison o f  Eve with 
Proserpina w a s  an easy extension of an a n c i e n t  icono- 
graphic  mot i f .  18Bernchorious gave a n  e n t i r e  a l l e g o r i -  
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c a l  i n t e r p r e t a t i o n  of t h e  rape of ~ r o s e r p i n a ,  claiming 
t h a t  P lu to  was the  d e v i l ,  Proserpina t h e  C h r i s t i a n  
sou l ,  h e r  mother C e r e s  t h e  church, and t he  f lowers  t h e  
va in  temporal a t t r a c t i o n s  of the worldtt (Frye  277)  . 
And t h i s  is not  a s i n g l e  ins tance .  Rather ,  immediately 
before  Eve e a t s  the  f r u i t  i n  Book I X ,  t he  above passage 
echoes when Satan f i n d s  Eve among h e r  r o s e s  
o f t  s tooping t o  support  
Each F lowt r  of s l e n d e r  s t a l k ,  them she up- 
s t a i e s  
Gently with Myrtle band, mindless t h e  while ,  
Herse l f ,  though f a i r e s t  unsupported Flow r ,  
From h e r  b e s t  prop s o  f a r ,  and storm so nigh 
(IX. 427-33) 
And although both women a r e  gardeners,  upon c l o s e r  
examinat ion,  t h e  t e x t  p o i n t s  up a d i f f e r e n c e  between 
them. Whereas Proserpina ga the r s  f lowers ,  Eve suppor t s  
them. While ~ r o s e r p i n a  simply ga the r s  f lowers  f o r  t h e  
sake of  beauty, Eve recognizes t h a t  t h e  su rg ing  f e r t i l -  
i t y  of t h e  Garden needs t o  be lopped, pruned, propped, 
and bound i n  o r d e r  t o  bear wholesome f r u i t  (McColley 
67-68) . Gardening is Eve s work, and i n  her work she 
feels a sense  of growth and accomplishment. 
T h i s  d i f f e r e n c e  between 8tgatheringtt  and "support- 
ing" sugges t s  o t h e r  kinds of knowledge about  Eve i n  
r e l a t i o n s h i p  t o  her work and u l t i m a t e l y  i n  r e l a t i o n s h i p  
t o  Adam: Eve d e s i r e s  independent labor .  S h e  argues 
wi th  A d a m  f o r  a more e f f i c i e n t  d i v i s i o n  of l a b o r ,  
i n s i s t i n g  t h a t  i f  they work t o g e t h e r ,  t hey  w i l l  waste 
t i m e  ca res s ing  and t a lk ing .  Although Adam a rgues  t h a t  
e f f i c i e n c y  i n  t h e  se rv ice  of God is not necessary,  Eve 
env i s ions  an e n t i r e l y  d i f f e r e n t  arrangement, an ar- 
rangement where t h e  worker i s  paid i n  terms of  how much 
he o r  she h a s  achieved. H e r  own d e s i r e  t o  l a b o r  sepa- 
r a t e l y ,  and, hence, more e f f i c i e n t l y ,  is c r u c i a l  t o  the  
r e d e f i n i t i o n  of t h e  family which Milton r e f l e c t s  and 
e f f e c t s  i n  h i s  poem, and t o  the d i f f e r e n t i a t i o n  of  
l a b o r  o f  women w i t h i n  soc ie ty .  I n  Adam and Eve1 s ' 
l o v e r s 1  quar re l  about working toge ther  o r  a p a r t  i n  Book 
I X ,  t h e  economic i s s u e s  of t h e  reorganiza t ion  of l a b o r  
which w a s  being e f f e c t e d  i n  the second ha l f  of  the 
seventeenth century a r e  debated on t h e  s u r f a c e  o f  t h e  
t e x t .  Further ,  Eve1 s ideas  about work e f f i c i e n c y  u l t i -  
mately r ep resen t  a t h r e a t  t o  t h e  sacred  voca t ion  of 
homemaking. The n a r r a t i v e  l o g i c  of t h e  poem i n s i s t s  
tha t  E v e l s  d e s i r e  f o r  independent l abor  is  what h e l p s  
t o  make t h e  f a l l  happen; had s h e  remained c l o s e  t o  h e r  
husband, t h e  f a l l  presumably would not have occurred 
( Q u i l l i g a n  230-45) . 
Moreover, t h e  comparative a l l u s i o n  between Proser-  
p ina  and Eve is pushed even f u r t h e r ;  both women a r e  
seduced i n  t h e i r  r e spec t ive  gardens--set t ings which a r e  
comparable, Eden and " t h a t  f a i r e  f i e l d  / Of Enna," 
which is t h e  scene of P rose rp ina l s  rape.  Frequently,  
i n  Ovid l s  Metamorphosis, b e a u t i f u l ,  i d e a l i z e d  landscape 
s e t t i n g s  a r e  t h e  prelude t o  a c t s  of  sexual  v io lence ,  
while t h e  plucking of f lowers has  a n  obvious sexual  
impl ica t ion .  And c e r t a i n l y ,  sugges t ions  t h a t  Milton is  
p repa r ing  f o r  the  erupt ion  of v io lence  i n  the person of 
Satan and f o r  the IVrapeI1 of Eve is evident  throughout 
Book I X .  Espec ia l ly  s t rong  sugges t ions  of seduct ion  
a r e  ev iden t  i n  t h e  d e s c r i p t i o n  of t h e  b e a u t i f u l ,  s l e e k  
s e r p e n t  i n  whose body Satan woos Eve, h i s  l o v e l i n e s s  
surpass ing  t h a t  of the s e r p e n t s  i n t o  which Jove t r a n s -  
formed himself f o r  h i s  amours ( I X .  506-10). H i s  tower- 
i n g  f o l d s ,  h i s  wanton wreaths, h i s  e leva ted  c r e s t ,  and 
h i s  manner of a cour t ly  l o v e r  worshipping h i s  lady,  a l l  
sugges t  seduct ion (McColley 188) . Further ,  both Hades 
and Sa tan  a r r i v e  i n  t h e i r  r e s p e c t i v e  gardens,  Enna and 
Pa rad i se ,  from t h e i r  r e s p e c t i v e  underworlds, with 
seduc t ion  as  t h e i r  goal--the co r rup t ion  of innocent 
s e x u a l i t y  (Martindale 17 1-77) . F i n a l l y ,  bo th  Proser- 
p ina  and Eve begin t h e i r  r e spec t ive  downfal ls  with the  
e a t i n g  of t h e  f r u i t .  Indeed, t h e  l i n k s  connecting E v e  
and Proserpina i n  t h e  two s t o r i e s  a r e  a lmost  b l a t a n t l y  
apparent .  
The process  of regenera t ion  is examined, however, 
when Milton manipulates t h e  popular  myth. When Proser- 
p ina ,  who is pass ive ,  is r e s t o r e d  t o  h e r  mother, it is 
Ceres who allows t h e  ha rves t  t o  r e t u r n .  I n  c o n t r a s t ,  
Eve is  e l eva ted  f o r  h e r  a c t i v e ,  r e s t o r a t i v e  a b i l i t y  t o  
nur tu re  t h e  seeds  of l i f e  through her work production.  
Eve va lues  work over  i d l e  specu la t ion ;  s h e  would r a t h e r  
t end  h e r  garden than  take t e a .  Readers s e e  Eve as a 
conventional temptress  y e t ,  a t  t h e  same t i m e  they  may 
s t e a l  t o  look a t  a form of goodness which seen  they 
cannot b u t  love--Eve a s  suppor ter  o f  h e r  flowers--a 
nur tu r ing  worker. The c o n t r a s t  between Eve and Proser- 
p ina  stresses Eve8s  a c t i v e  v i r t u e  i n  a d d i t i o n  t o  as- 
s ign ing  he r  g r e a t e r  r e s p o n s i b i l i t y  f o r  her f a l l .  But, 
a l though t h e  comparison p re f igures  t h e  Fall. ,  t h e  reader  
could a l s o  choose another comparison: j u s t  a s  Proser- 
p ina  and ha rves t  w i l l  r e t u r n ,  Eve8 s t a l e n t s  f o r  nur tur -  
ing  t h e  seeds  of l i f e  w i l l  be r e s to red .  
Eve, s t i l l  s i n l e s s ,  is f u r t h e r  cons t ruc ted  i n  an 
obvious and damning comparison t o  Ci rce .  T h i s  a l l u s i o n  
t o  C i r c e  comes be fo re  t h e  F a l l ,  j u s t  a t  t h e  p o i n t  where 
Satan has found Eve alone i n  t h e  garden. A s  Eve works 
unsuspect ing among h e r  roses ,  Satan i n  t h e  Serpent  
t r i e s  t o  881ure her eyew by "many a wanton wreatht1 (IX. 
517-518). 
shee  busied heard the  sound 
O f  r u s t l i n g  Leaves, but minded n o t ,  a s  us8  d 
TO such d i s p o r t  before  h e r  through t h e  F ie ld  
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From every  Beast, more duteous a t  her c a l l ,  
Then a t  Circean c a l l  t h e  Herd d i s g u i s l d  ( I X .  
517-23) 
The c l a s s i c a l l y  informed reader  r e c a l l s  circets re l a -  
t i o n s h i p  t o  t h e  men she  has  magically t ransformed i n t o  
swine as w e l l  a s  he r  voluptuous and sensual  r e l a t i o n -  
s h i p  wi th  Ulysses. This  connection i n v i t e s  t h e  r eade r  
t o  image Adam and Eve 's  sexual  r e l a t i o n s h i p  as s i n k i n g  
i n t o  the kind o f  s e n s u a l i t y  Circe t r a d i t i o n a l l y  repre-  
s e n t s ,  and, thus ,  a s  p re f igur ing  t h e  e f f e c t s  of t h e  
f a l l .  Y e t ,  nothing i n  t h e  passage e x p l i c i t l y  t a i n t s  
u n f a l l e n  Eve. To fashion Eve a s  ~ i r c e - l i k e  is reminis- 
c e n t  of  t h e  temptress  seen i n  p i c t o r i a l  t r a d i t i o n .  But 
again t h e  reader  can discover  Mi l ton ' s  s u b t l e  manipu- 
l a t i o n  of t h e  s t o r y  of  C i r c e ,  beginning w i t h  Eve 's  
r e l a t i o n s h i p  t o  t h e  b e a s t s  i n  her  garden and culminat- 
ing  wi th  h e r  sexual  r e l a t i o n s h i p  t o  Adam. 
T h e  beas t s  of Eden are obedient;  t hey  obey Eve 
v o l u n t a r i l y ,  u n l i k e  Ci rce  1 s beas ts ,  who a r e  bewitched 
and debased men. Blessed by God, E v e l s  b e a s t s  s t r i v e  
t o  p l e a s e  Eve, a n a t u r a l  response t o  a guardian whose 
dominion is grac ious ,  temperate, and j u s t .  C i r c e  s 
b e a s t s  obey her  only a f t e r  they have f a l l e n ;  Eve1 s obey 
he r  only before  s h e  f a l l s .  For Eve, t h e  tempter  is 
d i sgu i sed  as a b e a s t ,  and it is she  who is bewitched 
(McColley 63-103) . These obvious r e v e r s a l s  i n v i t e  the  
reader t o  push d i f ference  f u r t h e r  and p r iv i l ege  a 
d i f f e r e n t  reading of Eve. Figurat ively,  t he  appe t i t e s  
of t he  senses,  which t he  animals represent  i n  s tandard 
a l l egory ,  need no t  necessar i ly  be i n t e rp re t ed  a s  base, 
i n  s p i t e  of the  c l e a r  warning of t h e  Circean p o t e n t i a l  
of sexual  passion i n  t h e  connection between Circe  and 
Eve. 
This  is not,  however, t o  say  t h a  Paradise Lost 
avoids a l l  mention of sexual passion. Sexual intimacy, 
indeed, is t h e  focus of t h e  t e x t .  Y e t ,  because Eve is 
constructed a s  unable t o  e x t r i c a t e  he r  i n t e l l e c t  from 
her  sensual responses, she need not be i n t e rp re t ed  a s  
debased but,  instead,  could be reread a s  v i r tuous .  The 
t e x t  ce lebra tes  and e l eva t e s  physical  sexua l i ty ,  j u s t i -  
fying it by making it profoundly ba s i c  t o  innocent 
human experience. The coup le t s  f i r s t  embrace r e f l e c t s  
t h i s  almost primal scene: 
So spake our  general mother, and w i t h  
eyes 
O f  conjugal a t t r a c t i o n  unreprov'd, 
And meek surrender ,  ha l f  embracing l e a n t d  
On our f i r s t  Father,  ha l f  her  swell ing Breast 
Naked m e t  h i s  under t h e  flowing Gold 
O f  her loose t r e s s e s  hid: ( I V .  492-97) 
And, some l i n e s  l a t e r ,  Milton comments: 
F a r  be it, t h a t  I should w r i t e  t h e e  s i n  
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o r  blame, 
O r  t h i n k  thee  u n b e f i t t i n g  h o l i e s t  p lace ,  
Perpetual  fountain o f  domestic sweets, 
Whose bed is undef i led  and c h a s t e  pronounced 
(IV. 758-62) 
T h e  s o c i a l  organiza t ion  founded i n  t h i s  f u l l y  sexual 
love  remains,  however, profoundly p a t r i a r c h a l :  @ @ a l l  
c h a r i t i e s  / O f  f a t h e r ,  son, and b r o t h e r  f i r s t  were 
known1@ ( I V .  756-57). T h e  law of wedded love is t h e  
" s o l e  p ropr i e tyw i n  paradise ,  t h a t  is, t h e  s o l e  in-  
s t ance  of proper ty  r i g h t s  ( " a l l  t h i n g s  common e l se t1 )  , 
I n  a sense  then,  sexual intimacy is t h e  s o l e  c o n t i n u i t y  
between pre- and pos t l apsa r i an  human experience.  This  
c o n t i n u i t y  v a l i d a t e s  a sexual  h i e ra rchy  and t h e  pr ivacy  
of proper ty  ves ted  i n  s e x u a l i t y ,  by e s t a b l i s h i n g  it 
from the  beginning. 
But Milton does e l eva te  s e x u a l i t y  i t s e l f  by making 
it so  profoundly bas ic  t o  human experience.  These 
dar ing  c e l e b r a t i o n s  of s e x u a l i t y  en fo rce  t h e  phys ica l  
r e a l i t y  of r e l a t i o n s  between Adam and Eve and make 
sense  o f ,  i f  they  do not excuse,  the  drama of  Adam's 
excess ive  submission t o  Eve. These c e l e b r a t i o n s  per- 
suade t h e  female reader  of t h e  importance of womanls 
p a r t i c i p a t i o n  i n  sexua l i ty ,  t h e  foundation of  human 
s o c i e t y .  Not only  is such p a r t i c i p a t i o n  given he ight -  
ened importance but  sexual  p l easu re  i t s e l f  is  viewed a s  
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innocent when wedded t o  its r e l a t i o n s  i n  p re l apsa r i an  
intimacy ( Q u i l l i g a n  226-45)  . 
Of course  Ci rce  i s  a l s o  t i e d  t o  sexual  p l easu re  
through another  a t t r i b u t e .  When Venus revenges h e r s e l f  
by l ead ing  a s t r a y  t h e  daughters of t h e  Sun--that is t o  
say ,  t h e  f i v e  senses ,  C i r c e  is one o f  them: s h e  repre- 
s e n t s  the  sense o f  touch. Yet, t h e  p l easu re  of touch,  
however, is t h e  one Adam, not  Eve, f i n d s  it h a r d e s t  t o  
temper. Describing Eve t o  Raphael, he says:  
I . . . must confess t o  f i n d  
I n  a l l  t h ings  e l s e  d e l i g h t  indeed, but  such 
A s  u s ' d  not ,  works i n  t h e  mind no change, 
Nor vehement d e s i r e  , . . ( V I I I . .  523-26) 
b u t  here 
Fa r r  otherwise,  t r anspor t ed  I behold,  
Transported touch. ( V I I I  , 524-30) 
Adam's excess ive  submission t o  h i s  pass ions  i s  one of 
t h e  reasons Eve dec ides  l a t e r  t o  l eave  Adam and go i n t o  
t h e  garden t o  work alone. Thus, i n a s f a r  a s  t h e  r e l a -  
t i o n  between C i r c e  and temptation involves  touch,  Adam, 
n o t  Eve, is more appropriately l inked  Circe.  C i r c e  
r e p r e s e n t s  one o f  those  na tu ra l  p l easu res  t r a d i t i o n a l l y  
viewed as temptat ion,  and she remains a  pervers ion  of 
good. Eve, however, whose s e n s u a l i t y  and i n t e l l e c t  a r e  
wrapped i n e x t r i c a b l y  around each o t h e r ,  is cons t ruc ted  
a s  sensuous and vir tuous.  Consequently, while  ~ i l t o n  ' s
a l l u s i o n  t o  C i r c e  supports t h e  p i c t o r i a l  t r a d i t i o n  
which c o n s t r u c t s  Eve a s  t h e  perversion of good, t h e  
p o e t ' s  manipulation of the myth d iscovers  a p i c t u r e  o f  
a pass ionate  and chas te  Eve. The reade r  wavers between 
p i c t u r e s ,  v a c i l l a t i n g  between choices  of how t o  read 
Eve. 
T h e  t e x t  a l s o  i n v i t e s  readers t o  compare Pandora 
and Eve a s  beau t i fu l  temptresses who make the  wrong 
choices.  Eve is I1more lovely than Pandora, but  l i k e  
Pandora 'Ishe ensna r ld  / Mankind with h e r  f a i r  looks1' 
! 
( I V .  714 ,  718) . The box Pandora opened, t h u s  loosing 
a l l  manner of a f f l i c t i o n s  upon mankind, had been con- 
pared t o  t h e  forbidden f r u i t  eaten by Eve a s  e a r l y  a s  
Gregory ~ a z i a n s u s  and Origen. T h i s  p a t r i s t i c  concep- 
t i o n  w a s  revived a t  t h e  t ime of t h e  Renaissance and was 
given i t s  most famous a r t i s t i c  expression i n  t h e  Eva 
Prima Pandora pa in ted  by Jean Cousin i n  t h e  1540's  
(Fig.  4 6 ) .  Here, once again,  Mil ton 's  usage of t h e  
Pandora a l l u s i o n  was reinforced both by t h e  p i c t o r i a l  
and t h e  wr i t t en  t r a d i t i o n s .  I n  Book I V ,  t h e  n a r r a t o r  
desc r ibes  Eve's beauty a t  her marriage as, 
More love ly  then Pandora, whom t h e  Gods 
Endow' d with a l l  t h e i r  g i f t s ,  and 0 t oo  l ike  
I n  sad event ,  when t o  t h e  unwiser Son 
Of Japhet  brought by Hermes, she  ensna r  Id 
r an kind w i t h  h e r  f a i r  looks ,  t o  b e  avengtd  
On him who had s t o l e  J o v e t s  a u t h e n t i c  f i r e  
( I V .  714-19)  
"And 0 t o o  l i k e  / I n  sad e v e n t u  appears  t o  connec t  the 
r e l e a s e  of a l l  the  e v i l s  o f  the world from P a n d o r a t s  
box wi th  t h e  f a l l .  But, a l though p i c t o r i a l  and l i t e r -  
a r y  t r a d i t i o n  l i n k s  Eve and Pandora, Eve's  n a t i v i t y  is 
q u i t e  d i f f e r e n t  from Pandora s . 
Pandora, a c e l e b r a t e d  woman, w a s  made w i t h  c l a y  by 
Vulcan a t  the  r e q u e s t  of J u p i t e r ,  who wished t o  pun i sh  
the  impiety  and a r t i f i c e  of Prometheus by g i v i n g  him a 
w i f e .  Like Eve, she  is b e a u t i f u l  and sensua l .  Pandora 
becomes t h e  r e c e p t a c l e  of a l l  t h e  g i f t s  each of t he  
gods chooses  t o  g i v e  her f o r  their  purpose of punish ing  
Prometheus. Once t h e  box has  been opened, however, 
Pandora is  e r a s e d  from t h e  s tory--except  t o  be r e m e m -  
bered as t h e  woman r e s p o n s i b l e  f o r  a l l  t h e  e v i l  i n  t h e  
world. 
I n  c o n t r a s t ,  Eve, c r e a t e d  from Adam's r i b ,  moves 
independent ly  toward t h e  pool  t h a t  r e t u r n s  an  image o f  
h e r s e l f  i n  t h e  v i s i b l e  world. Admiring h e r s e l f ,  she  
h a s  no thought  o f  God or Adam. She s e e s  o n l y  the  
r e f l e c t i n g  f a c e  o f  the  maternal  wate rs  which g i v e  back 
an image of her  visible s e l f .  She t u r n s  away from the  
waters t o  encounte r  a p a t r i a r c h y  whose power is i n v i s i -  
b l e .  While Eve sees a n  a t t r a c t i v e  c r e a t u r e  i n  the 
water ,  t h e  reader  who p a u s e s  t o  look over  h e r  shoulder 
i n t o  t h e  pool may see  Pandora o r ,  as i n  another  s t o r y  
which would lend f u r t h e r  c redence  t o  a f a l l e n  Eve, t h e  
r eade r  might see  the  male, Narcissus .  
Both Pandora and E v e  a r e  c r e a t e d  by p a t r i a r c h a l  
gods, and both f i n d  themselves  w i t h i n  a h ie rarchy  or  
h i e r a r c h a l  s t a t e  where t h e y  have been placed f o r  a 
purpose. A prevai l ing  a t t i t u d e  toward Eve 's  r o l e  i n  
t h e  F a l l  and Pandora1s r o l e  i n  r e l e a s i n g  t h e  e v i l s  i n t o  
t h e  world, is t o  blame t h e  world 's  woes on woman and 
regard h e r  a s  a necessary e v i l  shaped f o r  procrea t ion  
and otherwise a b r i e f l y  honeyed snare :  an  explanation 
t h a t  c a s t s  grave doubt on t h e  providence of her Maker. 
For t o  read Eve a s  Pandora, a common tempter,  suggests  
t h a t  God capr ic ious ly  and ma l i c ious ly  c r e a t e d  Eve t o  
cause  t h e  F a l l  and then  punished A d a m  f o r  f a l l i n g .  
These thorny a l l u s i o n s  t o  c l a s s i c a l  goddesses 
involve choice: choice f o r  t h e  r e a d e r  and choice f o r  
Eve. Readers p red ic t ab ly  become engaged w i t h  p a t r i a r -  
c h a l  e p i c  conventions; t h e y  i n e v i t a b l y  choose t o  i n t e r -  
p r e t  a t e x t  which espouses  a f a t a l l y  seduc t ive  Eve-- 
t e x t  which supports  iconographic  t r a d i t i o n .  A s  f o r  Eve, 
a s  long a s  s h e  obeys G o d  and  Adam--whether t h e y  work 
t o g e t h e r  o r  apart--she is f r e e  t o  choose. There a r e ,  
however, con t rad ic t ions  and  i n c o n s i s t e n c i e s  i n  Mi l ton ' s  
u s e  of t h e s e  popular myths which a c l a s s i c a l l y  informed 
reader  might view a s  d e f t l y  p lan ted  s o  a s  t o  erode t h e  
or thodoxies  t h e  t e x t  is thought  t o  espouse. Beyond t h e  
boundaries of mere comparison, r eade r s  could f i n d  t h a t  
Eve is no Proserp ina ,  no s imple g a t h e r e r  of flowers. 
Nor is Eve comparable t o  ~ i r c e ,  who r e p r e s e n t s  t h e  
degradat ion of sexua l i ty .  L e a s t  o f  a l l  is Eve con- 
nected t o  Pandora, a woman c r e a t e d  t o  deceive.  Con- 
t r a s t i n g  t h e s e  c l a s s i c a l  women w i t h  Eve is a way of 
knowing h e r  i n  a d i f f e r e n t  way. Readers might choose 
t o  fash ion  Eve by he r  d e s i r e  t o  work independently of 
A d a m ,  by h e r  i n e x t r i c a b l e  blend of t h e  i n t e l l e c t  and 
pass ion ,  and by her s e x u a l i t y ,  which is ce leb ra ted  and 
e l eva ted .  For some reade r s ,  t h e i r  foreknowledge of t h e  
s t o r y  does  not  n e c e s s a r i l y  touch the freedom of Eve's 
w i l l .  
A s  one such reader ,  Diane McColley shows how 
Milton l fuses  pagan myth n o t  only t o  c o n t r a s t  with 
C h r i s t i a n  t r u t h  b u t  f o r  t h e  t r a c e s  of  t r u t h  i n  myth 
i t s e l f  (50) , and she d i sc r imina tes  between t h e  p o s i t i v e  
va lues  o f  Pandora, Venus, and even C i r c e  and t h e  pre- 
f i g u r a t i o n s  of the  F a l l  i m p l i c i t  i n  each mythical  
f igure .  I n  each instance,  a s  she  demonst ra tes ,  Milton 
is c a r e f u l  t o  show the c e n t r a l  importance of how Eve 
w i l l  u s e  h e r  endowments: McColley chooses construc-  
t i o n s  of an E v e  who is i n  no way doomed t o  be Pandora 
o r  Proserpina.  She demonstrates t h a t  a comparison 
between Eve and any of the  pagan goddesses o r  women i n  
t h e  mythological a l l u s i o n s  revea ls  d i f f e r e n c e s  as w e l l  
a s  s i m i l a r i t i e s ,  The reader  is given a  choice.  S/he 
can fash ion  Eve as p i c t o r i a l  t r a d i t i o n  has  d ic ta ted- -as  
a  temptress  who is  flawed before t he  F a l l ,  o r  s/he may 
at tempt  t o  e x t r i c a t e  Eve from t r a d i t i o n a l  a n t i - f  emin i s t  
a t t i t u d e s .  
H e r e ,  t h e  t e x t  r e v e a l s  more t h a n  M i l t o n ' s  keen 
awareness of c l a s s i c a l  mythology's p o e t i c  v a l u e  and h i s  
cons iderable  and highly o r i g i n a l  u s e  of t h e  s t o r i e s  i n  
t h e  t a s k  of j u s t i f y i n g  God's ways t o  men. M i l t o n ' s  
e p i c  s i m i l e s ,  involving mythical comparisons t o  Eve, 
a r e  p o i n t  f o r  p o i n t  r e l evan t  t o  t h e  cons t ruc t ion  of o u r  
"genera l  mother. " Milton has obviously impl ica ted  Eve, 
bu t  h e  seems t o  want t h e  d i f f e r e n c e s  between Eve and 
t h e s e  goddesses t o  be recognized a s  c l e a r l y  a s  t h e  
s i m i l a r i t i e s .  
How reade r s  fashion Eve depends t o  a  l a r g e  e x t e n t  
on t h e  meaning t h e y  choose t o  a s s ign  t o  he r  awakening 
and h e r  discovery of he r se l f  a t  t h e  pool. I n  the 
awakening scene,  t h e  reader  is o f fe red  t h e  c h o i c e  of 
determining Eve's goodness o r  see ing  h e r  a s  flawed from 
t h e  t i m e  of her  c r e a t i o n ,  i n  t h e  f a c e  o f  s t r o n g  a l l u -  
s i o n s  t o  t h e  s t o r y  of  Narcissus. What is e s p e c i a l l y  
i n t e r e s t i n g  he re  i s  t h a t  Mil ton 's  g raph ic  d e s c r i p t i o n  
of a  Narcissus- l ike Eve, ly ing  on a  green bank t o  look 
a t  he r  image i n  t h e  Ifclear smooth l a k e w ,  is unsupported 
by v i s u a l  analogues. The p i c t o r i a l  t r a d i t i o n  l a v i s h e s  
its g r e a t e s t  imaginative power on t h e  moment of Eve's  
tempting of Adam. The scene i n  the t e x t  i n  which Eve 
appears  t o  p r e f e r  he r se l f  t o  Adam appears  t o  be a  
t e x t u a l  remedy f o r  a n a r c i s s i s t i c  reading o f  t h e  poem. 
Echoes of Ovidls  s t o r y  o f  Narcissus i n v i t e  t h e  r e a d e r  
of Paradise  Lost t o  look no f u r t h e r  than t h e  s u r f a c e  
p a r a l l e l ;  both Narcissus and Eve look i n t o  a  pool and 
f a l l  i n  love with t h e i r  mi r ro r  images. That i n v i t a t i o n  
t o  read  Eve as  v a i n  and t h u s  flawed before  t h e  F a l l ,  
becomes more persuasive i f  t h e  r eade r  recognizes  t h a t ,  
i n  f a c t ,  Milton exper t ly  imi ta ted  some passages from 
the Ovidian s to ry .  So, j u s t  a s  Eve sees  h e r  own image 
on t h e  sur face  of t h e  pool,  t h e  t e x t  o f f e r s  t h e  choice  
t o  t h e  reader  of  see ing  only t h e  s u r f a c e ,  and t h e r e f o r e  
concluding t h a t  Eve must be flawed before  she can begin 
the course of conduct t h a t  leads  t o  t h e  F a l l .  
Sigmund Freud, Heinz Kohut, and Jacques Lacan, a l l  
male cen te red  systems of psychoanalysis,  f u n c t i o n  t o  
frame Eve wi th in  t h e i r  own idea of  male s e x u a l i t y  and 
the dominance of male Iflookingv1 r e l a t i o n s .  W i t h  t h e  
p i c t o r i a l  and l i t e r a r y  t r a d i t i o n  s o  f i rmly i n  p lace ,  
how does t h e  t e x t  v a l i d a t e  o the r  readings  o f  Eve-- 
readings  which p r e s e n t  h e r  a s  a  speaking p i c t u r e  of 
a c t i v e  goodness? 
Rejec t ing  t h e  Ovidian reading of Eve a s  flawed a t  
h e r  awakening, a Freudian a n a l y s i s  persuas ive ly  demon- 
s t r a t e s  how narciss ism is e s p e c i a l l y  problematic i n  
female development, f i n a l l y  r e s o l v i n g  i n t o  obj ec t - love  
only i n  mothering. O f  course,  Eve has no mother. She 
is c h i l d l i k e  i n  her  r eac t ion  t o  h e r  newly discovered 
image. 
I t h i t h e r  went 
With unexperiencg t thought ,  and l a i d  m e  down 
On t h e  green bank, t o  look i n t o  the  c l e a r  
Smooth Lake, t h a t  t o  me seemgd another  Sky. 
As I bent  down t o  look,  j u s t  opposi te ,  
A Shape within t h e  w a t l r y  gleam a p p e a r g d  
Bending t o  look on me, I s t a r t e d  back, 
It s t a r t e d  back, but  p l e a s l d  I soon r e t u r n l d ,  
P l e a s l d  it r e t u r n ' d  a s  soon with answering 
looks 
O f  sympathy and love; there I had f i x t  
Mine eyes . . . . ( I V .  456-66) 
She d i s p l a y s  disarming honesty when she compares t h e  
p h y s i c a l  appearances of Adam and h e r s e l f .  Freud might, 
t h e r e f o r e ,  desc r ibe  Evegs  development by expla in ing  
t h a t  her primary narciss ism (symbolized by t h e  pool)  is 
broken by a voice ,  disembodied and unident i f ied :  
t h e r e  I had f i x t  
Mine eyes till now, and p i n l d  with v a i n  de- 
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s i r e ,  
Had n o t  a voice thus warn'd m e .  ( I V .  465-67) 
The male voice hands her over t o  an  i d e a l  parent  and 
mate, who is f o r  her the sum of a l l  p e r f e c t i o n  and h e r  
abso lu te  lo rd .  
Freud would fur ther  explain t ha t  Eve sees Adam and 
d i s p l a c e s  h e r  narcissism onto him whom she i d e a l i z e s .  
She now der ives  her g r a t i f i c a t i o n  from being loved by 
h i m .  Adam is  t o  her a s  God is t o  Adam. Freud c a l l s  
such a n  idea l i zed  object  an ego i d e a l ,  t h e  i n t e r n a l  
voice which negot ia tes  r e l a t i o n s  t o  it. Eve's r e l a -  
t i o n s h i p  t o  Adam is e s s e n t i a l l y  n a r c i s s i s t i c  s i n c e  she  
h a s  inves ted  h e r  primary narcissism i n  he r  i d e a l i z a t i o n  
of him. Consequently, t h i s  psychoanalyt ical  theory 
sets up Eve by construct ing h e r  a s  vulnerable  t o  Sa- 
t a n  t s f l a t t e r y  . 
Freud would contend t h a t  t h i s  i n i t i a l  f a s c i n a t i o n  
with s e l f  is bu t  t h e  f i r s t  s t age  i n  Eve's  psychic  
development, t h e  goal of which, i n  l i fe  a s  i n  t h e  t e x t ,  
is t h a t  f i n a l  i n s u l t  t o  our  primary narcissism--the 
acceptance of death. The F a l l  i s  always a f a l l  i n t o  
adulthood and the i n s i s t e n t  demands of r e a l i t y ,  espe- 
c i a l l y  dea th  ( E a r l  1 4 ) .  A Freudian reading of Eve a t  
t h e  pool ope ra te s  outs ide of ep ic  s i m i l e ,  and it ne- 
g a t e s  reading  Eve a s  a wi l l ing  instrument of  e v i l .  A 
psychoanalytic reading does, however, f a sh ion  Eve a s  a 
w i l l i n g  instrument of  pa t r ia rchy .  
Like Freud, Heinz Kohut views Eve's awakening 
a c t i o n s  a s  a phase of  he r  psychological  development and 
h e r  e n c u l t u r a t i o n  i n t o  a p a t r i a r c h a l  s t a t e .  H i s  analy- 
sis of he r  awakening, however, p o i n t s  up Eve ' s  c r i t i c a l  
over-evaluation of Adam, which he c la ims  should not be 
mistaken a s  a form of  mar i t a l  love,  romantic o r  Chris- 
t i a n ,  i d e a l  o r  r e a l ,  but a s  t h e  p r o j e c t i o n  o f  an e a r l y  
s t age  of  narciss ism onto an i d e a l i z e d  p a r e n t .  Women 
t y p i c a l l y  bind t h i s  i d e a l  father-image i n t o  t h e i r  
married love ( E a r l  1 5 ) .  These psychoanalyt ical  read- 
ings  o f  Eve's  awakening do not  go a g a i n s t  t h e  t e x t ;  
they  do ,  however, negate Eve a s  a " f a i r  d e f e c t  of 
na ture ,  and they  p o s i t i o n  h e r  wi th in  a h i e r a r c h a l  
system based on male sexua l i ty .  
A t h i r d  explanat ion,  Jacques Lacan would i d e n t i f y  
Eve's  gazing a t  h e r s e l f  i n  the pool a s  'Ithe mir ror  
phasew of h e r  development. The mirror  is  Lacan1s  most 
famous metaphor, and i f  t h e  reader  b r i n g s  t h i s  theory  
t o  a reading  of Eve, t h e  drama i n  Book I V  looks  q u i t e  
d i f f e r e n t  from a mere ~ v i d i a n  comparison, one  which 
simply supports  p i c t o r i a l  t r a d i t i o n .  When t h e  i n f a n t  
s e e s  h e r s e l f  i n  t h e  mir ror ,  s h e  r ece ives  h e r  f i r s t  
image of h e r s e l f  and i d e n t i f i e s  with it. I t  provides  
h e r  not ion of h e r s e l f  u n t i l  s h e  acqu i res  language. The 
mir ror  image, Lacan claims,  ltsymbolizes t h e  mental 
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permanence of t he  I ,  a t  t h e  same t i m e  as it p r e f i g u r e s  
i ts  a l i e n a t i n g  des t ina t ionl1  (Lacan 2 )  . Lacan would s a y  
t h a t  t h e  c h i l d  does not need an  a c t u a l  mirror, of  
course:  normally t h e  mother is t h e  mir ror  i n  which the  
c h i l d  f i r s t  f i n d s  he r se l f  r e f l e c t e d .  I n  t h e s e  terms, 
t h e  pool  a c t u a l l y  serves  a s  Eve's missing mother. T h e  
voice  speaks t o  Eve a s  she gazes a t  h e r s e l f .  Eve's 
d iscovery  of language, manifested by a male vo ice ,  
b r ings  Eve's mir ror  phase t o  a c lose .  Language breaks 
i n t o  t h e  intimacy of  t h a t  f i r s t  r e l a t i o n s h i p  and car- 
ries t h e  c h i l d  . i n t o  p l u r a l i z e d  r e l a t i o n s h i p s  wi th  t h e  
world. The f a t h e r  is t h e  symbol of t h e  s o c i a l  order  
i n t o  which t h e  c h i l d  moves. I n  t h i s  case ,  t h a t  f a t h e r  
is Adam. 
The voice t h a t  r e p r e s e n t s  Eve's  a c q u i s i t i o n  of 
1 anguage says  : 
What thou s e e s t ,  
What t h e r e  thou s e e s t  f a i r  Crea ture  is thy- 
s e l f ,  
With t h e e  it came and goes: but f o l l o w  me, 
And I w i l l  b r i n g  t h e e  where no shadow s t a y s  
Thy coming, and thy  s o f t  imbraces, hee 
Whose image thou a r t ,  h i m  thou s h a l l  enjoy 
Inseparably  t h i n e ,  t o  h im  s h a l t  bear 
Mul t i tudes  l i k e  t h y s e l f ,  and thence  be  c a l l ' d  
Mother of t h e  human Race. ( I V .  467-75) 
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I n  sum, t h e  voice  says ,  "That is  your  image; b u t  it is 
on ly  a  shadow. You a r e  A d a m ' s  image; your c h i l d r e n  
w i l l  be your r e a l  image.I1 him s h a l t  bear  / Multi- 
t u d e s  l i k e  thyse l f .* '  Her c h i l d r e n  are s p e c i f i c a l l y  
promised a s  he r  image, not Adam's, n o t  theirs. 
To f u r t h e r  complicate ma t t e r s ,  as E v e  sees h e r s e l f  
i n  t h e  pool ,  Adam sees  himself i n  he r :  
P a r t  of my Soul I seek t h e e ,  and thee cla im 
My o the r  h a l f ;  ( I V .  487-88) 
I now see 
Bone of my Bone, F lesh  of my Flesh,  my self 
Before m e .  ( V I I I .  494-97) 
Eve is a n  image of  Adam though Adam is n o t  an image of 
her-- j u s t  a s  God is not  an image of Adam, though Adam 
is a n  image of God. Everyone, even Sa tan ,  appears  t o  
have an app rop r i a t e  image except  Eve. For A d a m  is an 
i n a p p r o p r i a t e  symbol of  Eve's  s e l f ;  he can  on ly  symbol- 
i z e  h e r  own insuf f ic iency .  
The f a c t  t h a t  Eve's mi r ro r  drama is presen ted  so  
e a r l y  i n  t h e  text--even before  Adam's--might be M i l -  
t o n ' s  way of po in t ing  out  t h e  normative u n i v e r s a l i t y  o f  
t h e  phenomenon. Adam is given t h e  g i f t  o f  language 
when he names t h e  animals, and wi th  it h e  expresses  h i s  
desire f o r  an image of himself i n  the world, Eve. 
According t o  Lacan then,  A d a m  is only  c o n s t i t u t e d  i n  
t h e  world when he can  see h i s  image s t a n d  be fo re  him. 
Thus, i f  everyone requ i res  such an image, and Adam 
does not  s e r v e  a s  Eve s image, then  her only image is a 
shadow i n  a pool,  more t r a n s i e n t  even than  a mother. 
Eve can only f ind  t h e  t r u e  image of h e r s e l f  i n  her  
ch i ldren .  Lacan would say t h a t  only a s  a mother w i l l  
Eve experience t h a t  n a r c i s s i s t i c  f u l f i l l m e n t  which a 
man f i n d s  f i r s t  i n  h i s  mother and t h e n  f i n d s  r e s t o r e d  
t o  h i m  i n  h i s  wife,  and which a woman a l s o  f i n d s  f i r s t  
i n  her mother and then again i n  he r  baby. Thus, Eve 
can be the  mother Adam never had, t h e  maternal mirror ,  
h i s  o t h e r  s e l f ,  h i s  source of  happiness.  Eve h e r s e l f ,  
however', is  l e f t  w i t h  only h e r  r e f l e c t i o n  i n  t h e  pool. 
And, according t o  Lacan, the r e s o l u t i o n  to reaching t h e  
goa l  of her psychological  development--the s a t i s f a c t i o n  
of h e r  narcissism--is t o  have a c h i l d  ( E a r l  1 6 ) .  
The reader ,  however, might argue t h a t  Eve does 
indeed f i n d  her image i n  h e r  chi ld-- the son. Af te r  
a l l ,  it is f o r e t o l d  t h a t  by her  seed,  w i l l  come the 
g r e a t  de l iverance  ( X I 1  . 600)  . A t h e o l o g i c a l  p r i n c i p l e  
working i n  the t e x t  involves,  n o t  a connect ion between 
Eve and Sa tan  o r  Eve and S in ,  b u t ,  i n s t e a d ,  a s u b t l e  
but  s t eady  suggest ion t h a t  t h e  r e l a t i o n  o f  Eve t o  Adam, 
though human and vulnerable ,  is p o t e n t i a l l y  and in- 
c r e a s i n g l y  the image of t h e  Son 's  r e l a t i o n  t o  t h e  
Father--a kind of " l i k e  mother, l i k e  son" comparison. 
When t h e  Son r i d e s  f o r t h  t o  rout  t h e  r e b e l  angels ,  
ttHeavtn h i s  wonted f ace  renewtd / And wi th  f r e s h  
F lowl re t s   ill and Valley s m i l t d  ( V I .  781-84) ; when Eve 
goes f o r t h  "among he r  F r u i t s  and Flours,11 which the Son 
has c r e a t e d  and c a l l e d  her t o  n u r t u r e ,  Itthey at h e r  
coming sprung / And toucht by h e r  f a i r  tendance glad- 
l i e r  grewft ( V I I I .  44-47)  . And when t h e  Son goes  f o r t h  
i n  response t o  the w i l l  of t h e  Fa ther ,  on c r e a t i v e  and 
redemptive missions t h a t  a r e  i n  every sense  free and 
respons ib le  choices ,  t h e  Son o f f e r s  a p e r f e c t  p a t t e r n  
of answering love  by which w e  a r e  t o  measure a l l  o t h e r  
choices--including t h e  going f o r t h  of Eve i n  Book I X ,  
t h e  a c t  on which Adam and t h e  reader  blame t h e  F a l l .  
Hearing Adam c a l l  Eve "Daughter of God and Man1#: s h e  is 
"Daughter of God and Man, accomplisht Evett ( I V .  660) 
and #:Daughter of God and Man, immortal E v e t t  ( I X .  291) . 
Juxtaposed a g a i n s t  t h i s  echo, which c o n s t r u c t s  a p i c -  
t u r e  of a v i r t u o u s  Eve, readers  may see ltaccomplisht 
Eve, Sampson s i r o n i c a l  desc r ip t ion  of D a l i l a  a s  h i s  
Naccomplisht snaret1 (Samson Acfonistes, 230) . I n  one 
way, t h e  des ignat ion  reminds readers  of Eve ' s  subordi- 
nat ion:  she  is a c rea tu re  of God and Adam. But,  i n  
another and more important way, it is a bold compar- 
i son ,  f o r  it echoes the  names "Son o f  God and Son of 
Man, which a r e  t h e  names of Chr is t  (McColley 51-57) . 
The reader  is presented  with a double-exposed p i c t u r e  
of Eve; s h e  is both a t t r a c t i v e l y  wicked--a s n a r e ,  and a 
composition of  v i r t u e  both a t  the  same t i m e .  Readers 
may choose their Eve. 
In  add i t ion  t o  f u l l f  i l l i n g  her  psychological  need 
t o  f i n d  her image i n  h e r  c h i l d ,  Lacan f u r t h e r  observes 
t h a t  t h e  c h i l d ' s  primary narciss ism is normally eroded 
by t h e  1 i t t le  dis i l lus ionments  of  stubborn r e a l i t y .  
Unwilling t o  r e s ign  he r se l f  t o  such a l o s s ,  the  c h i l d  
responds by t r a n s f e r r i n g  h e r  omnipotence t o  a n  idea l -  
i zed  parent  image. The o r i g i n a l  b l i s s  of p e r f e c t i o n  is 
t h u s  maintained a s  a psychic  r ep resen ta t ion ,  though 
s p l i t  now from t h e  c h i l d ' s  self-image. A t  t h e  same 
t i m e ,  r e s i d u a l  narciss ism is c a s t  i n  an image of " the  
grandiose s e l f ,  " f i l l e d  w i t h  f a n t a s i e s  of g r e a t n e s s ,  
success ,  and the  admiration and love of t h e  world,  and 
fed by t h e  love of  t h e  idea l i zed  parent .  But a s  t h e  
pa ren t  image is gradual ly  de- ideal ized by t h e  c h i l d ' s  
discovery of i t s  shortcoming, it is no t  r e a l l y  aban- 
doned; r a t h e r  it becomes re - in te rna l i zed  as the super- 
ego, which is l inked  with t h e  grandiose s e l f ,  cont ro l -  
l i n g  its d r i v e  toward t h e  achievement of t h e  ego1 s 
i d e a l s .  
In  Book I V ,  Eve experiences  Adam a s  such an i d e a l -  
i z e d  parent  image. H e  i s ,  a f t e r  a l l ,  he r  pa ren t ;  she 
is "Daughter of God and man11 ( I V .  660) . A t  the  conclu- 
s i o n  of h e r  love song, " S w e e t  is t h e  b rea th  o f  morn, I' 
she  a sks ,  
But wherefore a l l  n i g h t  long sh ine  t h e s e ,  f o r  
whom 
This  g lo r ious  sight, when s l e e p  ha th  s h u t  a l l  
eyes? ( I V .  657-58) 
I n  t h e  con tex t  of her song, her impl ica t ion  could be 
read  t h a t  nothing i n  t h e  world i s  sweet without  A d a m ,  
and t h a t  even t h e  s t a r s  should go o u t  when he c l o s e s  
h i s  eyes.  She says ,  "when s l e e p  ha th  s h u t  a l l  eyes ,  
no t  even d i s t ingu i sh ing  h i s  eyes  from he r s .  Adam 
m i s s e s  t h e  point  and answers t h e  ques t ion  s t r a i g h t .  
There is irony i n  Adam's response: he addresses  prelap- 
s a r i a n  Eve a s  lvaccomplisht Eve,  which can be read a s  
"accompl i s h t  snare .  
I f  Adam responds one way, Satan does so i n  anoth- 
er. Sa tan  is not  fooled by t h e  d e f l e c t i o n  of he r  nar- 
cissism onto Adam and adapts  h e r  quest ion t o  the answer 
he wants t o  hear. He whispers a s  s h e  s leeps ,  
i n  Vain, 
I f  none regard,  heaven wakes with a l l  h i s  
Whom t o  behold b u t  thee, Na tu re ' s  desire, 
In  whose sight a l l  th ings  joy, with rav ish-  
ment 
At t r ac ted  by thy beauty s t i l l  t o  gaze,  (V. 
43-47)  
For Lacan, t h i s  word llvain" i s  not  ambiguous. Sa tan ' s  
use of t h e  word, however, may remind readers  of  Narcis- 
s u s ' s  s t o r y  of self- love.  
While these  psychoanalytic i n t e r p r e t a t i o n s  s e e m  t o  
provide t h e  reader  with l imited ways of knowing Eve, 
they  do indeed o f f e r  some "cracksw i n  t h e  wmirrorw of 
e p i c  cons t ruc t ion .  Whereas these  psychoanalytic read- 
ings  may not  construct  Eve a s  a temptress ,  t hey  posi-  
t i o n  Eve f i rmly within t h e  male system of sexua l i ty .  
Before t h e  pool scene and well before  the  F a l l ,  
Milton in t roduces  and manipulates another  Narcissus 
s t o r y  by suggesting a bond between Satan and Eve. That 
comparison relies on t h e  myths of Narcissus and t h e  
b i r t h  o f  Athena from her  f a t h e r t  s head by t h e  waters of 
Lake T r i t o n i s .  When Satan meets S in  at t h e  g a t e s  of 
He l l ,  she has t o  remind him t h a t  he is h e r  f a t h e r .  She 
r e c a l l s  h e r  b i r t h  i n  Heaven f o r  him, when he had f a l l e n  
i n t o  a sudden swoon: 
. . . till on the l e f t  side op ning 
wide, 
Likest  t o  thee  i n  shape and count'nance 
b r igh t ,  
Then sh in ing  heavlnly f a i r ,  a Goddess armid 
Out of thy head I sprung: (11. 755-58) 
There is t h e  obvious a l lus ion  t o  Athena s tepping from 
t h e  head of Zeus, although Sin had been armed f o r  a 
d i f f e r e n t  kind of b a t t l e .  She had t h e n  seduced Satan, 
but  t h i s  a t t r a c t i o n  f o r  her  is  represented a s  narc is -  
s i s m :  
Thy s e l f  i n  m e  t h y  per fec t  image viewing 
Becamf s t  enam~ur 'd '~  (11. 764-65) 
The  b i r t h  of Eve has a p a r a l l e l  w i t h  t h e  b i r t h  of 
S in ,  even though it is a l s o  t r u e  t o  t h e  account i n  
Genesis. And Adam, l i k e  Satan, is  immediately a t -  
t r a c t e d  t o  t h i s  c rea tu re  taken from h i s  l e f t  s i d e .  The 
s i m i l a r i t y  ends t h e r e ,  however, because t h e  Narcissus 
myth is appl ied  n o t  t o  Adam but t o  Eve. Adam s e e s  Eve 
a s  q u i t e  d i f f e r e n t  in  mind and body from himself ,  made 
i n  God's image. Eve, however, i n  language c l o s e  t o  t h e  
Narcissus s t o r y ,  descr ibes  her ea r ly  encounter with he r  
own image i n  a  pool where she  would have I1pintd with 
va in  des i r e"  forever  had she not been warned by 1 ' 3  
voicev1 ( I V .  456-76) . Here, t h e  jux tapos i t ion  of t h e  
myths of  Athena and Narcissus i n  Hel l ,  and then  its 
r e p e t i t i o n  s e v e r a l  books l a t e r  i n  Paradise ,  s e e m  delib- 
e r a t e .  For one e f f e c t  of t h e  s u b s t i t u t i o n  of t h e  
Narcissus myth the  second time through impl ica tes  Eve 
by a l i g n i n g  h e r  with Satan. co inc identa l ly ,  t h e  s t o r y  
of Narcissus echoes t h e  f a l l  when t h e  angels  who re- 
f l e c t  upon themselves and admire t h e i r  own excel lency,  
forgot  t h e i r  dependence upon their c r e a t o r   artin in dale 
166-67). And, t o  fu r the r  implicate Eve, scho la r s  have 
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o f t e n  noted echoes from Ovidt s t a l e  of Narcissus and 
a t t r i b u t e d  t o  Eve a nat ive vani ty  t h a t  i ssues  i n  t h e  
F a l l ,  sometimes f inding  addi t iona l  s i n i s t e r  implica- 
t i o n s  i n  t h e  scene ' s  subterranean imagery and i n  
parodic  resemblances between t h e  c rea t ion  of Eve and 
t h e  b i r t h  of Sin (Co l l e t t  88-96) .  
Milton, however, makes an important a l t e r a t i o n  i n  
h i s  t rea tment  of t h e  Narcissus legend i n  paradise .  
There is no appearance i n  t h e  encounter between Satan 
and Sin of t h e  charac ter  Echo, Narcissus I hopeless 
love r .  Only a f t e r  t h e  b i r t h  of Death, who then  repea t s  
h i s  sire's i n c e s t ,  is the  myth completed with an  Echo 
t h a t  t e r r i f i e s  Sin:  
I f l e d ,  and c r i t d  out  Death: 
H e l l  trembl Id a t  the  hideous name, and s i g h t d  
From a l l  he r  Caves, and back resounded Death 
(11. 787-89) 
Eve, however, is saved by "a voice, not an echo, t h a t  
f o r e t e l l s  h e r  r o l e  a s  "Mother of human Race t1  and l eads  
h e r  t o  Adam, "whose image thou art.I1 Again, Milton h a s  
implicated Eve a s  inherent ly  wicked, but  again,  t o o ,  
the r eade r  is a l s o  inv i t ed  t o  s e e  t h e  d i f f e rence  be- 
tween Satan and Eve a s  c l e a r l y  a s  the  s i m i l a r i t y  
( C o l l e t t  91-92) .  
Eve descr ibes  how on f i r s t  waking s h e  s a w  h e r s e l f  
i n  a pool,  bu t  w a s  then warned by a d iv ine  vo ice  t o  
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shun h e r  r e f l e c t i o n  and s eek  Adam. The phras  
' tunexperienced thoughtt1 ( 4 5 7 )  cou ld  be taken  as the  
keynote  of t h e  whole sequence: t o  Eve's innocen t ,  
i n q u i r i n g  mind, water is l i k e  the sky.  H e r  t u r n i n g  
from shadow t o  subs tance  r h e t o r i c a l l y  ba lances  Adam's 
accoun t  i n  Book V I I I  o f  how he dreamed of  Eve and t h e n ,  
i n  ~ e a t s ' s  famous phrase,  "awoke and found it t r u t h t 1 .  
Thus, j u s t  a s  t h e  reader  l i n k s  the  r h e t o r i c  of Eve s 
awakening t o  t h e  b i r th  of S i n ,  s /he  r e a d s  t h a t  Eve is 
n o t  c augh t  by t h e  beauty o f  appearances,  and r ecogn i ze s  
the  t r u e  beauty  o f  Adam, even though he  i n i t i a l l y  
appea r s  " L e s s  winning s o f t  . . . / Than t h a t  smooth 
wa t e ry  imagett (479-80) . Then, as the  reader b e g i n s  t o  
e x p e r i e n c e  Eve s innocence, t h e r e  is t h e  ominous pro-  
l e p s i s  i n  t h e  a l l u s i o n  t o  Narc issus :  Eve w i l l  eventu- 
a l l y  f a l l  through se l f - love .  c e r t a i n  a s p e c t s  of  t h e  
well-known t a l e  are a l t e r e d  by Mil ton;  Eve, f o r  a 
moment, l ooks  d i f f e r e n t  from h e r  p i c t u r e s .  
Readers f i n d  Eve's  n a t u r e  s u s p e c t  from the  v e r y  
i n c e p t i o n  of he r  p r e l a p s a r i a n  c r e a t i o n  i n  Book I V .  
A d a m  t e l l s  Raphael i n  Book V I I I  how, when he awoke t o  
f i n d  h imsel f  c r ea t ed ,  " S t r a i g h t  toward heaven m y  won- 
d e r i n g  e y e s  I turnedt1 (VIII . 2 5 7 )  . A s  Eve d e s c r i b e s  
h e r  memory o f  h e r  c r e a t i o n  i n  Book I V ,  she says ,  
I t h i t h e r  went 
With unexperienced thought ,  and l a i d  m e  down 
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On t h e  green bank, t o  look i n t o  the  c l e a r  
Smooth lake,  t h a t  t o  m e  seemed another sky 
Whereas Adam looks up a t  the t r u e  sky, and h i s  maker, 
Eve bends down t o  look i n t o  "another skyw1--a mir ror  of 
he r  own being. T h i s  episode could g i v e  both Eve and 
t h e  r eade r  an opportunity t o  d i s t ingu i sh  themselves 
from Echo, who can only repeat ,  and Narcissus,  who sees  
only h imsel f ,  and instead t o  make i n s t r u c t i v e  and 
d e l i g h t f u l  use  of a l l  t he  poemt s l i v i n g  waters ,  includ- 
ing but  n o t  stopping a t  those t h a t  r e f l e c t  themselves. 
However, readers ,  enculturated i n t o  a  p a t r i s t i c  icono- 
graphic  t r a d i t i o n  of ar t  which is charac ter ized  by t h e  
same m i l i t a n t l y  male ep ic  formulae as t h e  t e x t ,  f i n d  
Eve a s  flawed by vani ty  a t  c rea t ion  because s h e  does 
not  f i r s t  look a t  Adam and recognize i n s t a n t l y  t h a t  he  
is h e r  supe r io r ,  o r  because she  does not look up t o  he r  
maker a s  Adam does. It is Evels  a b i l i t y  t o  own h e r  own 
gaze t h a t  t u r n s  on her ,  depr iv i leg ing  t h a t  look u n t i l  
she becomes looked upon, no longer a subjec t  b u t  one 
sub jec ted  t o  a  s e r i e s  of male gazes: Milton (through 
t h e  n a r r a t o r )  cons t ruc ts  t h e  Father,  who gazes a t  h i s  
c r e a t i o n s ;  Satan gazes a t  t h e  love r s ;  Adam gazes a t  
Eve; and Eve gazes a t  herse l f .  She is ,  however, i n t e r -  
rupted by a male voice who speaks the Father, encul t -  
u r a t i n g  h e r  i n t o  t h e  male system. ~ p p r o p r i a t i n g  a  
Lacanian l e n s ,  Eve's  l a c k  o f  a penis  c r e a t e s  c a s t r a t i o n  
anxiety i n  the  male unconscious (Mulvey 6 ) .  That 
c a s t r a t i o n  anxie ty  causes a threat wi th in  t h e  p a t r i a r -  
cha l  unconscious. Eve's subversive t ransgression--her  
owning h e r  own gaze-- must be checked by p a t r i a r c h a l  
au thor i ty .  Eve acknowledges t h e  e r r o r  of he r  lllooking 
 relation^,^^ i n t e r n a l i z i n g  t h e  male gaze  as h e r  own 
(Hodgdon 3-7) . Y e t  i f  a reader  reduces Eve s problem 
t o  i n n a t e  female vanity--lacan s i tgrandiose s e l f ,  Eve 
becomes an easy t a r g e t  f o r  Satan s f l a t t e r y  . 
The scene a t  t h e  pool t akes  t h e  r eade r  wi th  Eve 
through a p a t t e r n  of response m i m e t i c  f o r  t h e  a r t  of 
reading. Like Eve, the reader pauses t o  s e e  her o r  h i s  
own r e f l e c t i o n .  This pause may h inder  the reader  from 
moving beyond i n  t h e  i n t e r p r e t i v e  process .  S t y l i s t i -  
c a l l y ,  t h e  t e x t  i n v i t e s  t h e  reader  t o  s e e  t h e  drama 
from var ious  perspec t ives ,  and, t h e r e f o r e ,  t h e  i n t e r -  
p r e t i v e  process  may push the reader beyond a mere 
su r face  r e f l e c t i o n  of t h e  Ovidian s t o r y .  Indeed, t h e  
t e x t  e x p l o i t s  t h e  con t rad ic t ions  between Eve and f a l l e n  
c l a s s i c a l  f i g u r e s ,  forcing t h e  r eade r  t o  make choices  
about E v e .  Milton s e p i c  similes involv ing  comparisons 
between f a l l e n  mythical  cha rac te r s  and Eve a r e  indeed 
r e l e v a n t  t o  t h e  a c t i o n  of t h e  s to ry .  But, however much 
those  comparisons support  t h e  p i c t o r i a l  t r a d i t i o n  of a 
f a l l e n  Eve, Milton s manipulation of t h a t  t r a d i t i o n  
a l s o  i n v i t e s  t h e  r eade r  t o  choose. So, t o o ,  d o  t h e  
p i c t o r i a l  images which cons t ruc t  Eve as a composition 
of  a c t i v e  goodness he r  v i s u a l  t r a d i t i o n ,  a t r a d i t i o n  
which suppor ts  and perpe tua tes  a p h a l l o c e n t r i c  , p a t r i -  
a r c h a l  c u l t u r e .  And i n  both cases ,  these d i s r u p t i o n s  
cause  c o n f l i c t ,  l ay ing  a foundation f o r  conscious,  
w i l l f u l  choice.  
The r e a d e r ' s  recept ion  of Eve is a blend of what 
s / h e  would l i k e  t o  read  i n t o  a passage,  and what s /he 
knows from unimpeachable sources ,  is t h e r e  ( F i s h  2 1 9 )  . 
Thus i n  any one scene,  including the  c r u c i a l  s cenes  of 
Book I X ,  two choices  o f  how t o  read Eve are a v a i l a b l e :  
one urged on t h e  r eade r  by t h e  e p i c  vo ice ,  a v o i c e  
which p r i v i l e g e s  a male gaze and p o s i t i o n s  Eve a s  a 
temptress  i n  need of p a t r i a r c h a l  au thor i ty :  the o t h e r  
choice,  t h e  r eade r  s awareness of t h e  p o s s i b i l i t i e s  and 
t h e i r  impl ica t ions  (F i sh  214-19) . 
Most importantly,  Book I V  f inds  Eve awakening and 
d iscover ing  her image i n  the pool;  t h a t  d iscovery ,  
unfor tunate ly ,  is one t h a t  has a l ready been framed--not 
only f o r  h e r s e l f ,  but  f o r  the  reader  a s  w e l l .  Eve 
awakens t o  f i n d  something a l r eady  discovered by the 
reader--the i n e s c a p a b i l i t y  of being a c r e a t u r e  of 
cu l tu re .  The t e x t  focuses on an  o f fe red  wrong choice 
t o  t h e  r eade r  a s  w e l l  a s  Eve. The f a l l e n  r e a d e r ,  then,  
a s  s u b j e c t  of t h e  poem, is i n v i t e d  t o  respond t o  t h e  
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alternatives the text offers. In spite of the reader's 
freedom to choose, that choice has already been deter- 
mined. The fallen reader falls again, as the Father's 
words echo, "1 made him just and right, / Sufficient to 
have stood, though free to fall" (111. 98-99). 
Chapter Three 
Sharing Satan1 s Gaze 
Since  one subjec t  of Paradise  L o s t  is freedom, its 
c o n d i t i o n s  and its uses ,  it is n o t  s u r p r i s i n g  t o  f i n d  
t h e  t e x t  i n v i t i n g  d i f f e r e n t  , o f t e n  c o n f l i c t i n g  con- 
s t r u c t i o n s  of Eve. Given t h e  e p i c  p re t ens ions  f o r  
Pa rad i se  Lost,  which involve p a t r i a r c h a l  and misogynis- 
t i c  a t t i t u d e s ,  s t a p l e s  of t h e  m i l i t a n t l y  masculine 
world of e p i c  poetry,  Eve is o f t e n  cons t ruc ted  as a 
f a l l e n  woman even a t  h e r  awakening. That p a t r i a r c h a l  
i n t e r p r e t a t i o n  which cons t ruc t s  Eve as a  conventional 
t empt res s  a c t s  a s  a kind of e p i c  c loak  and could be  
viewed a s  a  rude contrivance--a seduc t ive  device--to 
devalue Eve and d i s t r a c t  r eade r s  from see ing  c l e a r l y .  
Epic comparisons a r e  first encouraged and then 
d i s c r e d i t e d ,  c a l l i n g  f o r t h  con t rad ic to ry  responses 
about  Eve i n  t h e  r e a d e r ' s  mind. I n t e r p r e t i v e  choice 
r e q u i r e s  a  dec is ion  concerning t h e  meaning of an a c t i o n  
o r  a scene ,  and s o  a f f e c t s  t h e  r e a d e r ' s  understanding 
of Eve. That dec is ion  of how t o  fash ion  Eve is  made 
consc ious ly  and w i l l f u l l y  and is u l t i m a t e l y  a  choice 
between t h e  word of God and t h e  s t r u c t u r e s  reared  
( se l f -de fens ive ly )  by t h e  r e a d e r ' s  reason  (F i sh  2 1 6 ) .  
Readers, who a r e  themselves c r e a t u r e s  encu l tu ra t ed  i n t o  
a  p a t r i a r c h a l  soc ie ty ,  i nev i t ab ly  s e e m  unable t o  e x t r i -  
c a t e  Eve from i n h e r i t e d  c u l t u r a l  images. Whenever an 
innocent  d e t a i l  (Eve ' s  h a i r )  is capable  o f  be ing  
tw i s t ed  s o  t h a t  it seems t o  forebode t h e  F a l l ,  whenever 
an i s o l a t e d  i n c i d e n t  can be i l l e g i t i m a t e l y  s t r u c t u r e d  
i n t o  a  '@ne t  of  circumstancet1 (Evet s f a s c i n a t i o n  with her 
image on awakening), whenever A d a m  and Eve evidence 
t h e i r  a b i l i t y  t o  f a l l  ( t h e  necessary complement of 
t h e i r  a b i l i t y  not t o  f a l l )  , t h e s e  evas ions ,  i n  a l l  
t h e i r  seduct iveness ,  a r e  recalled ( F i s h  2 1 1 ) .  I t  is 
p r e c i s e l y  such evasions t h a t  undermine t h e  r e a d e r ' s  
understanding of Eve. 
The unce r t a in ty  of choosing ways of reading  Eve 
becomes i n c r e a s i n g l y  problematic,  because a t  no poin t  
i n  Pa rad i se  Lost is t h e  reader  e n t i r e l y  sub jec ted  t o  a  
s i n g l e  pe r spec t ive  upon events ;  t h e  t ex t  s h i f t s  and 
interweaves p o i n t s  of view, T h e  reader  sees the  uni- 
v e r s e  f r o m  var ious  perspect ives ,  and t h i s  s h i f t  throws 
c o n t r a d i c t o r y  l i g h t s  upon t h e  same persons  and events.  
Hence t h e  r e a d e r ' s  expectat ions a r e  always i n  f lux .  IS 
Adam weak o r  s t rong?  Is Satan terrible o r  r id i cu lous?  
Is Eve innocent  when she awakens and d i scover s  he r se l f  
i n  t h e  poo l ,  o r  is s h e  flawed by female v a n i t y  a t  he r  
awakening because she does not  first  look t o  G o d  o r  
Adam? A r eade r  may i nev i t ab ly  accept  i n h e r i t e d  cu l tur -  
a l  s t e r e o t y p e s  and ideologica l  c o n s t r u c t s  of Eve, thus  
r e i f y i n g  what s /he  has always known about  Eve, but  an 
awareness of t h e  p o s s i b i l i t i e s  and their impl ica t ions  
c o n t r i b u t e s  t o  t h e  p e c u l i a r  power t h a t  Pa rad i se  Lost 
e x e r t s  ove r  i ts  audience.  
The  unce r t a in ty  of  choosing i n v i t e s  t h e  r e a d e r  
i n t o  a c t i v e  involvement i n  t h e  exf 01 i a t i o n s  of  t h e  
t e x t .  Finding t h e i r  way through t h e  t e x t ' s  r h e t o r i c a l  
o b s t a c l e s  t o  discover  t h e  t r u t h  about Eve, t h e  reader  
may be reminded of  Spenser8s  Red Cross Knight l o s t  i n  
t h e  wood; s/he be l i eves  what s/he sees, and the read- 
er '  s be1 i e f  i n  appearances becomes t h e  downfall .  
Milton c r e a t e s  a kind of Duessa-like language ; t h e  
r eade r  is inv i t ed  t o  see the s i m p l i c i t y  o f  God's l a w  
(Donut  eat the f r u i t )  , ye t  s /he  is  p u t  t o  a  test t o  
decode i n f e c t e d  ( f a l l e n )  language i n  t h e  same way i n  
which Eve is  put t o  the  t e s t - - to  see t h e  t r u t h  i n  s p i t e  
of appearances. 
Readers s t r a i n  t o  see Paradise and Eve f o r  t h e  
f i r s t  t i m e  through mazy e r r o r  and ve i l ed  images. I n  
a d d i t i o n ,  readers  grapple  with t h e  d i a l o g i c  problems of 
t h e  l o v e r s  f i r s t  m a r i t a l  d i spu te .  Rhe to r i ca l  confu- 
s i o n s  a r e  imbedded t o  f u r t h e r  problematize t h e  r e a d e r ' s  
"looking r e l a t i o n s "  with Eve--that is, a  r e a d e r  s 
a b i l i t y  t o  see Eve without t h e  mediation of m a l e  i n t e r -  
p r e t i v e  cons t ruc t s .  Fur ther ,  t h e  reader  s h a r e s  S a t a n ' s  
gaze a s  mediated through a  male na r ra to r  cons t ruc ted  by 
Milton, who has  been encul tura ted  i n t o  a  male system of 
reading a r t  and l i t e r a t u r e .  And, f i n a l l y ,  l i k e  the 
reader ,  Eve is t r apped  within a s o c i a l l y  e s t a b l i s h e d  
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i n t e r p r e t a t i o n  of sexual d i f fe rence  which con t ro l s  
images--erotic ways of looking a s  r e f l e c t ed  i n  p i c to r i -  
a l  t r a d i t i o n .  
Satan ' s  "lookw a t  Eve, beginning with l i n e  305, 
inf luences  t h e  reader ' s  response t o  Eve. J u s t  before 
t h e  reader  gazes f o r  t h e  f i r s t  t i m e  a t  Eden and Eve, 
Sa tan ' s  soliloquy r a i s e s  quest ions,  f o r  here  he  ac- 
knowledges everything God s a i d  about him e a r l i e r .  H e  
even blames himself f o r  h i s  r evo l t .  Previously Satan 
had s t ruck  t h e  pose of heroic  independence: now he 
confesses t o  being confused and despair ing.  Readers 
see  a  more complicated character  than t h e  e a r l i e r  ep ic  
hero i n  t h i s  t ru th - te l l ing ,  tormented Satan. The 
reader  experiences h i s  pathos and h i s  egotism. Wracked 
by con t r a r i e s ,  to r tu red  by conscience, h e  is, l i k e  the  
reader ,  a  suffer ing  sinner.  Satan a s s e r t s  t h a t  he  is 
beyond a l l  hope of sa lva t ion ,  taking refuge i n  precise-  
l y  t h e  same excuse t h a t  readers  f ind  themselves giving 
when t o r t u r ed  by conscience--I'I have no choice.  
Sa tan ' s  view of th ings  may be both pa in fu l  and i r r a t i o -  
na l ,  but  it is  t e r r i b l y  famil iar .  The inner  d i a l e c t i c ,  
t h e  charge and counter-charge of a s o u l  a t  war w i t h  
i t s e l f ,  is  seen within Satan and f a l l e n  Adam, a s  w e l l  
a s  experienced by t he  reader.  So, wi th in  the  r eade r ' s  
divided s e l f ,  s /he en te r s  t h e  Garden w i t h  Satan f o r  the 
first t i m e .  Readers a r e  plunged i n t o  a Sa tan ic  per- 
f r e s h  and v iv id  an i n s i g h t  i n t o  S a t a n ' s  way of see ing ,  
it is easy  t o  understand why Eden i t s e l f ,  as mediated 
t o  r e a d e r s  by t h e  n a r r a t o r ,  seems t inged  with uncer- 
t a i n t i e s .  And t h i s ,  of course,  is the s e t t i n g  which 
w i l l  frame Eve. 
The e igh ty  l i n e s  introducing t h e  reader  t o  Eden i n  
Book I V  exemplify t h e  complex, even c o n t r a d i c t o r y  po in t  
of view o f  t h e  n a r r a t o r .  I n  add i t ion ,  t h e s e  l i n e s  a re  
bounded by e x p l i c i t  re ferences  t o  S a t a n ' s  p o i n t  of 
view: "Beneath him w i t h  new wonder now he views/To a l l  
d e l i g h t  of  human sense  expostd . . . (205-6) , I1From 
t h i s  Assyrian Garden, where t h e  Fiend/Saw undel ighted 
a l l  d e l i g h t  . . . .It(285-86). The "pure a i r w  of Eden, 
t h e  n a r r a t o r  claims, is "able  t o  d r i v e  A l l  sadness but 
despair1I (155-156) . Even a t  t h i s  d e l i g h t f u l  moment t h e  
word "despai rv  r a i s e s  t h e  p o s s i b i l i t y  of a n  oppos i t e  
pe r spec t ive  on Eden's pleasures .  
The n a r r a t o r  t e l l s  how Satan is I tbe t t e r  p leased"  
w i t h  t h e  perfumes of  Paradise  "Than Asmodeus w i t h  t h e  
f i s h y  fumevu (168) . The t e x t  a l t e r n a t e s  pe r spec t ives :  
t h e  r eade r  experiences  impressions o f  innocence, pur i -  
t y ,  and d e l i g h t  w i t h  t h e i r  o p p o ~ i t e - - ~ ~ p u r e  a i r1*  with 
" f i s h y  fume. Sa tan  and the  reader s m e l l  Edent s inno- 
cence going bad. "Vegetable gold" seems a paradoxical  
image ( t h e  gold seems t o  harden t h e  v e g e t a b l e ) ,  one 
er I s  mind. And, f i n a l l y ,  t h e  ep ic  cloak which shrouds 
Paradise--reveals a  s e r i e s  of gardens, a l l  with de- 
f  ects : 
Not t h a t  f a i r  f i e l d  
0 Enna, where Proserpin gath r i ng  flow rs 
Herself a  f a i r e r  Flowtr  by gloomy D i s  
Was ga ther td ,  which cos t  Ceres a l l  t h a t  pain 
To seek her  through t h e  world; not  t h a t  swee 
grove 
Of Daphne by Orontes, and t h '  insp i red  
Castalian Spring might with t h i s  paradise 
Of Eden s t r i v e :  nor  t h a t  Nyseian Isle 
G i r t  with t h e  River Tri ton,  where old  Cham 
Whom Genti les  Amrnon c a l l  and Lybian Jove, 
Hid Amalthea and he r  Flor id  Son, 
Young Bacchus, from h i s  Stepdame Rhea's eye; 
Nor where Abassin Kings t h i r  i s sue  Guard, 
Mount Amara, though t h i s  by some suppos'd 
True Paradise under t h e  Ethiop Line 
By Nilus head, enc lo s td  with shining Rock, 
A whole d a y t s  journey high, but wide remote 
From t h i s  Assyrian Garden, where t h e  Fiend 
Saw undelighted a l l  de l igh t .  ( I V .  268-86) 
Each of t h e  gardens presented comes w i t h  inappropriate  
( t o  Eden) f a l l en  associa t ions .  How can t h e  reader  
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preoccupied S a t a n i c  viewpoint.  Readers,  however, 
r e p e a t e d l y  l a p s e  i n t o  voyeurism. Sa tan  views Eden as 
a n  o u t s i d e r ;  l i k e  Chaucerrs  Pandarus, Sa t an  and t h e  
r e a d e r  remain voyeurs ,  see ing  b u t  not  p a r t i c i p a t i n g  i n  
l o v e 1  s p l e a s u r e s .  This  hazy v i s i o n  o f  Pa rad i se ,  a 
m a n i f e s t a t i o n  of d e l i b e r a t e  r h e t o r i c a l  confus ions ,  
appea r s  b o t h  innocent  and g u i l t y  a t  the  same t i m e .  
And it is t h i s  s e t t i n g  which frames t he  reader's f i r s t  
gaze  of Eve. 
Faced wi th  the  goodly p rospec t  o f  t h e  newly c re -  
a t e d  un ive r se ,  r e a d e r s  waver i n  t he i r  cho ices  of how t o  
r ead  Eve. Thus, it is  not j u s t  Sa tan  who momentarily, 
wavers between good and e v i l  when he views Eden and 
Eve. Eve has  walked onto the s t a g e  g i v i n g  t h e  r eade r ,  
f o r  t h e  f i rs t  t i m e ,  a dramatized choice  between charac- 
ters v a r i o u s l y  l i k e  and un l ike  ou r se lves .  S a t a n  
s t i r r e d  powerful  responses  i n  h i s  t r u t h - t e l l i n g  s o l i l o -  
quy; now Eve beg ins  t o  do s o ,  too.  Sa t an  has  opened 
h i s  h e a r t  and mind t o  t h e  r e a d e r ,  and s /he  h a s  seen  
through h i s  eyes .  Now t h e  r e a d e r  gazes  a t  Eve. 
Seen from t h e  ou ts ide ,  she is  b e a u t i f u l  and arous- 
ing ,  charming bu t  remote. She is queen, m a t r i a r c h ,  
p e r f e c t  woman, and Adam's p a s t o r a l  l ove r .  She seems 
bo th  remote, small., c h i l d i s h ,  innocent ,  and  grand,  
s t a t e l y ,  awesome. Eve expresses  a complexi ty  l i k e  t h e  
r e a d e r ' s ,  y e t  t o  view he r  w i t h  foreknowledge of h e r  
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F a l l ,  a s  t h e  r eade r  does when s/he looks a t  t h e  
iconographic a r t i f a c t s ,  is t o  s e e  her a s  Satan sees 
her. Readers1 eyes f e a s t  on her  e x t e r i o r .  The narra-  
t o r  v i r t u a l l y  i n v i t e s  the reader  t o  g l o a t  over her 
phys ica l  beauty. One might say t h a t  Satan is  the  
r e a d e r ' s  sur rogate ,  embodying and dramatizing a l l  the 
voyeurism l a t e n t  i n  our own r o l e  as reade r s .  Through 
S a t a n ' s  eyes  t h e  r eade r  sees:  
Shee a s  a v e i l  down t o  t h e  s l e n d e r  w a i s t  
H e r  unadorned golden tresses wore 
Disheve l l ld ,  but  i n  wanton r i n g l e t s  wavld 
A s  t h e  Vine c u r l  her t e n d r i l s ,  which impl i  Id 
Subject ion.  ( V I .  304-08) 
Eve has  n o t  f a l l e n  a t  t h i s  po in t ;  t h e  t r a d i t i o n ,  there-  
f o r e ,  s p e c i f i c a l l y  c a l l s  f o r  an idea l i zed  Eve. This  
expec ta t ion  is answered i n  t h e  v e i l  image. L i k e  t h e  
Garden which c o n s i s t s  both of perfumes of Paradise  and 
f i s h y  fumes, Eve is ve i l ed ,  suggest ing an u n c l e a r  
p i c t u r e  o f  what the reader  cannot see  but  knows (Cros- 
man 85-117). 
Seen a t  a d i s t a n c e ,  Eve appears unapproachable, 
modest. "Golden t r e s s e s "  is a  c l i c h e  of romance e p i c ,  
b u t  it is made new by t h e  q u a l i f i e r  ' I~nadorned .~ '  The 
thought i s  complete a t  the end o f  l i n e  305 ,  and 
wdi sheve l l ld l l  seems an unwelcome complication because 
it modif ies  both how she wears her h a i r  a s  w e l l  a s  t h e  
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hair i t s e l f :  Eve wears d isordered  golden tresses, Eve 
wears he r  golden tresses i n  a d i s o r d e r l y  fash ion .  The 
fol lowing word, l lbut ,  seems t o  i n v i t e  a c l a r i f i c a t i o n  
o f  tha t  ques t ion;  in s t ead ,  ano the r  complicating element 
is introduced i n  the  word IqwantonoF1 The fol lowing l i n e  
absorbs  I tdishevel l  Idw and llwantonll i n t o  the v i n e  s i m i l e  
( " A s  t h e  Vine c u r l s  her  t e n d r i l s f 1 )  , t h e  t r a d i t i o n a l  
analogy i n  nature  f o r  t h e  proper  r e l a t i o n s h i p  between 
husband and wife. The c u r l i n g  of t h e  v ine ,  the narra-  
t i v e  vo ice  t e l l s  t h e  reader ,  implies "Subjection.  " 
That word, however, seems somewhat of a s u r p r i s e  a t  t h e  
beginning of t h e  l i n e ,  s i n c e  i n  conjunction w i t h  "wan- 
t o n ,  " t l d i sheve l l  I d t 1  and "wav 'dl1 t h e  t e n d r i l s  s e e m  t o  
imply t h a t  a l l  of Eve, not  merely he r  l l r i n g l e t s ,  I1 seems 
t o  c u r l ,  even c o i l ,  perhaps i n  t h e  manner of a se rpen t  
( F i s h  102-107).  The impl ica t ion  here  is t o  beware of 
Eve, t o  suspec t  woman, a t e n d e r  ( t e n d r i l e d )  t r a p .  
The r e l a t i o n s h i p  between the reader  and the vocab- 
u l a r y  of Paradise  begins t o  cons t ruc t  Eve i n  the same 
way i n  which p i c t o r i a l  t r a d i t i o n  d isp lays  her--as a 
b e a r e r  of  meaning, and he r  meaning is t h a t  of tempt- 
ress. wDishevell'dw is seen t o  mean "not arranged i n  
any symmetrical p a t t e r n "  and ltwantonlt t o  be s t andard  
seventeenth-century usage f o r  l tunrestrainedl l  ( t h e r e  a r e  
no r e s t r a i n t s ,  b u t  one, i n  paradise)  . "Wanton1@ is a 
s t r o n g  word t o  use  t o  d e s c r i b e  Eve, s i n c e  it c l e a r l y  
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implies  lasc iv iousness  and arouses  i n  t h e  reader  an  
e r o t i c  response t h a t  must be r e s t r a i n e d  (Fish  101-07). 
Remembering t h a t  f a l l e n  consciousness  i n f e c t s  lan- 
guage, t h e  reader  shares  S a t a n g s  gaze,  which cons t ruc t s  
p r e l a p s a r i a n  Eve i n  f a l l e n  language. 
I f  Eve ' s  tresses were n e a t l y  p l a i t e d  o r  covered 
w i t h  j e w e l s ,  she might be open t o  the suspic ion  of  
vani ty :  as it is, her " s w e e t  d i s o r d e r , "  her ''wanton- 
ness  , " is innocent p rec i se ly  because t h e  language is  
not  p r e c i s e .  There appears t o  be, as John Herr ic  
w r i t e s  i n  h i s  Renaissance poem ''Delight i n  Disorder,  a 
" d e l i g h t  i n  t h e  disorder t1  of  Eve s looks.  Wanton 
s e n s u a l i t y  e x i s t s  only i n  the  r e a d e r ' s  mind and is not 
Eve 's  n a t u r a l  a t t r i b u t e .  The r eade r  might consciously 
d i scover  Eve a s  innocent of  t h a t  kind of wantonness, 
bu t  llwantonn a l s o  implies l a s c i v i o u s ,  and even though 
t h e  r e a d e r  may suppress t h i s  negat ive  meaning, Eve 
cannot appear  without r e c a l l i n g  t h i s  scene and t h e  
uneas iness  it arouses. 
But t h e r e  is even more going on here .  Adam and 
Eve a r e  both  sensual ,  more sensual  than  t h e  r e a d e r ,  
s i n c e  t h e y  experience no rep ress ion  of desire, no f e a r  
of b e t r a y a l  o r  punishment, no apathy o r  r e g r e t .  I n  t h e  
moment when one f i r s t  f e e l s  t h a t  e r o t i c  response,  t h e  
reader  experiences  Eden powerfully and t r u l y .  Since 
Adam and Eve a r e  lovers ,  the s t rong  passion they  f e e l  
- - 
f o r  one another  r ep resen t s  one f a c e t  of pa rad i se ,  j u s t  
reader  t u r n s  each of Eden's p leasures  t o  i t s  meanest 
use because t h e  r eade r  sha res  S a t a n ' s  gaze (Crosman 85- 
117) . Sa tan  has been t h e r e  a l l  along a s  our  window-- 
our frame--on t h e  scene. H i s  pe r spec t ive  is uncomfort- 
ab ly  recognizable  a s  one the reader can a t  least under- 
s tand ,  whereas s/he cannot understand innocence a t  a l l  
(F ish ,  101-07) . 
The scene where Satan looks on Adam and Eve f o r  
t h e  f i r s t  t i m e  and l i s t e n s  i n  on t h e i r  d i a logue  has  a 
keen dramat ic  and i r o n i c  relevance because the  reader  
i s  i n v i t e d  t o  s h a r e  t h i s  v i s i o n  w i t h  Satan.  Consequent- 
l y ,  t h e  r eade r  is inf luenced t o  beware of Eve, because 
s h e  a l ready has c h a r a c t e r i s t i c s  of be ing  f a l l e n  even 
before  t h e  F a l l .  By i n s t a l l i n g  himself w i t h i n  t h e  
Sa tanic  pe r spec t ive ,  t h e  n a r r a t o r  d e s c r i b e s  Eve s 
tldisheveled t resses l t  and Wanton r i n g l e t s t 1  only  t o  f i n d  
i n  them evidence of Evels  Igsub j ect ionl '  ( I V .  3 05-08) and 
t o  induce i n  others--by the reader1 s shar ing  S a t a n ' s  
gazeonan impression o f  Eve s fa l l enness  (Wittrech 85- 
86). 
And again ,  a reader  e n t e r s  t h e  realm of choice-- 
o r ,  r a t h e r ,  of no choice/ l imited choice: Eve embodies 
a t h r e a t .  Laura Mulvey, working on v i s u a l  
p l easu re / spec ta to r ly  p leasure  i n  f i l m  t e x t s ,  o f f e r s  a 
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way t o  understand how t h a t  t h r e a t  opera tes  i n  c l a s s i c  
t e x t s  a s  well .  Mulvey exposes t h e  way i n  which t h e  
p l e a s u r e  of any t e x t  depends upon and i n  t u r n  develops 
coe rc ive  i d e n t i f i c a t i o n s  w i t h  a pos i t ion  of male antag- 
onism toward women. Psychoanalytic theory can be 
appropr ia ted  here  t o  demonstrate t h e  way t h e  uncon- 
sc ious  of p a t r i a r c h a l  s o c i e t y  has  s t ruc tu red  ways of 
see ing  women--of see ing  Eve: the theory advances t h e  
r e a d e r ' s  understanding of t h e  p a t r i a r c h a l  o rde r  
which women, including Eve, a r e  caught. One funct ion  
of women i n  forming the p a t r i a r c h a l  unconscious is her  
symbolization of t h e  c a s t r a t i o n  t h r e a t  by he r  r e a l  
absence of a penis .  Thus, t h e  woman a s  icon, displayed 
f o r  t h e  qaze and enjoyment of t h e  male, t h e  a c t i v e  
c o n t r o l l e r s  of the look, always th rea tens  t o  evoke t h e  
anx ie ty  it o r i g i n a l l y  s i g n i f i e d .  T h e  male unconscious 
has  an avenue of escape from th i s  c a s t r a t i o n  anxie ty :  
he completely disavows c a s t r a t i o n  by t h e  s u b s t i t u t i o n  
of a f e t i s h  ob jec t .  The male unconscious t u r n s  t he  
represented  f i g u r e  (Eve, i n  t h i s  case)  i n t o  a f e t i s h  by 
b u i l d i n g  up t h e  phys ica l  beauty,  transforming t h e  
o b j e c t  i n t o  something s a t i s f y i n g  i n  i t s e l f .  Thus, it 
becomes reassu r ing  r a t h e r  than  dangerous. The woman 
then  s t a n d s  i n  p a t r i a r c h a l  c u l t u r e  as a s i g n i f i e r  f o r  
t h e  male o the r ,  bound by a symbolic order  i n  which man 
can live ou t  h i s  phan tas i e s  and obsessions through 
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l i n g u i s t i c  command by imposing them on t h e  s i l e n t  image 
of woman stil l  t i e d  t o  her p l a c e  a s  a bearer  o f  mean- 
ing ,  n o t  a s  a maker of meaning. 
Fur ther ,  a s  Mulvey expla ins ,  t h e  male is t r a d i -  
t i o n a l l y  envisioned a s  t h e  b e a r e r  of t h e  gaze; t h e  
woman is represented as t h e  f e t i s h i z e d  ob jec t  of the  
gaze. And s i n c e  t h e  gaze s p l i t s  readers  i n t o  male 
(voyeur) and female ( e x h i b i t i o n i s t )  , see ing  is always 
a l r eady  a matter  of sexual d i f f e r e n c e  (Mulvey 6-18) . 
By' f i x i n g  t h e  lllooklf of a temptress  on E v e ,  and t h u s  
p r i v i l e g i n g  t h e  m a l e  gaze, readers  engage i n  an  a c t  of 
spectatorship--one which, u l t i m a t e l y ,  determines t h e  
p o s i t i o n i n g  of bodies and vo ices  through which t h e  
c u l t u r e  de f ines  gender r e l a t i o n s .  Eve is s i l e n c e d  by 
t h e  lllooklt r eade r s  fix on her, and any reading which 
f i x e s  i ts eye on something o t h e r  than  Eve's seduct ive-  
ness  somewhat diminishes the male p leasu re  of t h e  t e x t .  
Upon Eve's awakening, she occupies t h e  p l a c e  t h a t  
Freud ass igned  t o  women i n  t h e  s t r u c t u r e  of the  obscene 
joke: t he  place o f  the o b j e c t  between s e v e r a l  male 
spec ta to r s - - i .  e. , Milton, t h e  n a r r a t o r ,  God, Sa tan ,  and 
Adam. Consequently, Eve is pos i t ioned  a s  t h e  o b j e c t  of 
t h e  male gaze. Eve 's  ownership of her gaze,  a s  she 
s e e s  h e r  r e f l e c t i o n  i n  t h e  pool,  t h e  power accru ing  t o  
both h e r  body and voice  a s  a r e s u l t  of t h a t  ownership, 
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is unacceptable  i n  a p a t r i a r c h a l  cu l tu re .  Her gaze is 
wrested away from her;  t he  " e r r o r  of her  eye1@ is cor-  
r ec ted ,  and s h e  is t o l d  t o  look t o  Adam "whose image 
thou a r t , "  presumably by the voice  o f  an a l l  c r e a t i n g ,  
God, the u l t ima te  pa t r i a rch .  But a l though Eve is 
empowered momentarily by owning her  gaze, it is a l s o  
t r u e  t h a t  h e r  subversive t r a n s g r e s s  i o n  of p a t r i a r c h a l  
law and a u t h o r i t y  is contained and d i f f u s e d  by t h e  male 
vo ice  (Hodgdon 1-10) . And t h a t  suppression o f  he r  
vo ice  becomes increas ingly  apparent i n  Book I X ,  when 
t h e  l o v e r s  q u a r r e l .  
A t  t h e  beginning of Book IX, the i s s u e  is Eve's 
voice:  does she speak the look t h a t  t h e  spec ta tor -  
reader  has f ixed  on h e r  when she argues with Adam over 
working toge the r  o r  apar t?  It is e a r l y  morning i n  Eden 
when I t in  a t  h i s  Mouth / The Devil e n t e r ' d  (187-88). 
Satan watches t h e  approach of morn as Adam and Eve 
prepare  t o  go t o  work i n  the  garden. Eve complains a 
b i t  t o  her husband about the wanton growth t h a t  has  
taken p l a c e  overnight ,  and how t h e  garden is  "tending 
t o  w i l d . "  A t  t h i s  t ime, and c l o s e l y  following t h e  
words lqwantonll and "tending t o  t h e  wild,  @I Eve suggests ,  
" L e t  u s  d i v i d e  o u r  laborsN (214 )  . Regardless of rhe- 
t o r i c a l  meanings, readers  tend t o  f a sh ion  Eve a s  "tend- 
ing  t o  wildw by her suggest ion t o  work a lone  because o f  
h e r  Itlook, t h e  look shaped by a male-dominated c u l -  
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t u r e .  I n  a d d i t i o n ,  he r  wanton r i n g l e t s  begin t o  con- 
note  independence, a dangerous q u a l i t y  i n  a 
p h a l l o c e n t r i c  soc ie ty .  A s  a r e s u l t ,  t h i s  independence 
is  o f t e n  r e l ega ted  a s  t h e  cause of the  f i r s t  marital 
d i spu te ,  a l s o  perceived a s  t h e  f i r s t  s t e p  towards t h e  
F a l l .  Coinc identa l ly ,  t h a t  image of Eve, t h e  indepen- 
den t ,  s tubborn woman who needs p a t r i a r c h a l  a u t h o r i t y ,  
suppor ts  and perpe tua tes  t h e  lllookll her body speaks-- 
not  her  vo ice  
Indeed, t h e  *IlookI1 readers  have put  on Eve, by way 
of mythical  a l l u s i o n s ,  by having previous ly  shared  
S a t a n ' s  pe r spec t ive  of her body, and by t h e  p i c t o r i a l  
t r a d i t i o n  which cons t ruc t s  her  a s  a temptress ,  is 
p r i v i l e g e d  over her voice throughout t h e  m a r i t a l  dis- 
pute .  But, al though Eve1 s look is  f i x e d  by c u l t u r a l  
images, he r  v o i c e  sounds d i f f e r e n t .  The llspeaking@l 
p a r t  of t h e  p i c t u r e  of  Adam and Eve1 s argument s p l i t s  
Eve; s h e  is read a s  body, not  as voice.  The t e x t ' s  
cons t ruc t ion  of h e r  body shaped from c u l t u r a l  images 
ove r r ides ,  even suppresses he r  voice ,  which does n o t  
sound l i k e  t h a t  of a temptress. 
F i r s t ,  because t h i s  q u a r r e l  focuses  on Eve ' s  work, 
it might be product ive t o  examine how s e r i o u s l y  the 
reader  t a k e s  Eve's  vocation.  c u l t i v a t i n g  o n e ' s  garden 
is a r e g e n e r a t i v e  ac t iv i ty- - the  work of t h e  world; y e t  
r eade r s  seem t o  s e e  t h e  gardening o f  Adam and Eve a s  an 
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inconsequent ia l  pastime, o r  a simple a l l egory  of emo- 
t i o n a l  o rde r ,  and i n  p a r t i c u l a r  have thought Eve I s  
suggest ion t o  Adam--that they  s e p a r a t e  f o r  a whi le  t o  
concent ra te  on t h e i r  work--a mere w h i m ,  a b i t  of femi- 
n ine  dabbling,  o r  an excuse f o r  w i l l f u l  roving. T h e  
contemporary reader  may f a i l  t o  t ake  Eve's commitment 
t o  h e r  work se r ious ly  because, i n  modern psychology, 
t h e  reader  ques t ions  motive--looks f o r  d e s i r e s ,  appe- 
t i t e s ,  inward needs, and s e l f - a s s e r t i o n s .  
Moreover, r eade r s  o f t e n  overlook t h e  two occasions 
when Eve goes f o r t h  a lone on errands before  the  separa- 
t i o n  f o r  which she is s o  often blamed. When Raphael 
comes t o  dinner ,  she  l l B e s t i r s  her then ,  and from each 
tender  s t a l k  / Whatever Earth a l l -bea r ing  Mother y i e l d s  
. . . She ga thers .  Tr ibute  l a r g e ,  and on t h e  board / 
Heaps wi th  unsparing hand" (V. 337-38) . And, dur ing  t h e  
l e c t u r e  on astronomy, she 
Rose, and went f o r t h  among he r  F r u i t s  and 
Flow rs , 
To v i s i t  how they  p rospe r td  bud and bloom, 
H e r  nursery;  they  a t  her  coming sprung 
And toucht  by h e r  f a i r  tendance g l a d l i e r  
grew. ( V I I I .  44-47) 
The reader  is  amused when Eve dec ides  t o  work i n  her 
garden r a t h e r  than  l i s t e n  t o  Raphael, because she knows 
t h a t  h e r  husband w i l l  mediate t h e  l e s s o n  t o  her, and he 
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w i l l  punctuate  h i s  t e l l i n g  with k i s s e s  and caresses .  
Perhaps t h e  reader  i s  amused because s / h e  is  n o t  r e a l l y  
i n t e r e s t e d  i n  l i s t e n i n g  e i t h e r  b u t  is, ins t ead ,  engaged 
i n  t h e  act of lllooking.l@ The reader  might read  Eve's 
absence dur ing  Raphael's l e c t u r e  a s  h e r  i n a b i l i t y  t o  
understand the depth of what he has t o  say; t h i s  read- 
ing  of Eve a s  a t t r a c t i v e  b u t  vacuous supports t h e  
'llooklf shaped out  of iconographic t r a d i t i o n .  Adam 
shows no l ack  of confidence a t  t h e s e  depa r tu res ,  though 
t h e  f i r s t  was preceded by a d i s t u r b i n g  dream and t h e  
second by Raphael s warning of a lurk ing  foe. The 
reade r  pays a s  l i t t l e  a t t e n t i o n  t o  t h e s e  events  a s  s /he  
does t o  l i s t e n i n g  t o  what Eve h a s  t o  say. Ins t ead ,  t h e  
r eade r  f i x e s  a lglooklt on Eve which s i l e n c e s  h e r .  
U n t i l  t h i s  m a r i t a l  d i s p u t e  about working toge the r  
o r  a lone ,  the dialogue between Adam and Eve i n  u n f a l l e n  
Eden has  been f o r  t h e  purpose o f  promoting g r e a t e r  
understanding,  the meeting of minds, t h e  r e s o l u t i o n  of 
problems. I n  t h i s  and t h e  following l a p s a r i a n  scenes,  
t h e  r eade r  observes the t ransformat ion  of  comedic 
d ia logue  i n t o  a debased instrument,  exacerbat ing misun- 
de r s t and ings ,  exaggerating d i f f i c u l t i e s  , and promoting 
ca tas t rophe .  The sepa ra t ion  of  Adam and Eve r e s u l t s  
from a badly conducted d ia logue  i n  which Adam and Eve 
engage i n  ever -grea ter  misunderstandings, culminating 
i n  a f a l s e  and dangerous r e s o l u t i o n  of t h e  i s s u e s  
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r a i s e d .  Thei r  discourse is n e c e s s a r i l y  s i g n i f i c a n t  t o  
t h e i r  marriage.  The reader ,  however, pays l i t t l e  
a t t e n t i o n  t o  the  f a c t  t h a t  Eve i n t e n d s  no ill meaning 
i n  her proposal  t o  work independently,  o r  t h a t  he r  
concerns about t h e  tendency of the Garden t o  "wanton 
growthN are genuine. The r e a d e r  hea r s  I1wanton, and 
t h e  word e x p l o i t s  t h e  gaze; Eve is  t rapped wi th in  t h e  
'Ilook. 
She speaks t e n t a t i v e l y ,  w i t h  appropr ia te  deference 
t o  Adam's leadersh ip  role:  
Thou t h e r e f o r e  now advise  
0 hear  what t o  my mind f i r s t  thoughts  pres- 
e n t .  ( I X .  212-213) 
Her conversat ion mingles c a r e f u l  quest ioning,  sober  
r e f l e c t i o n ,  and w i t .  Each p re lapsa r i an  scene,  from he r  
choice of love  f o r  Adam a t  the awakening, t o  h e r  f a i t h -  
f u l  a t t e n t i o n  t o  t h e  Garden a s  Satan approaches, re- 
v e a l s  Eve ' s  v i r t u e s  d i r e c t l y  opposed t o  t h e  tllookll of a 
temptress .  The reader  s voyeurism, however, repea tedly  
t ends  t o  s i l e n c e  Eve. 
Eve may exaggerate the se r iousness  of the over- 
abundance of growth i n  t h e  garden and t h e  va lue  of 
e f f i c i e n c y  when s h e  proposes that t h e y  improve t h e i r  
gardening p roduc t iv i ty  by removing t he  d i s t r a c t i o n  of 
lov ing  conversation--which inc ludes ,  by 17th century  
d e f i n i t i o n ,  sexual  intercourse.  I f ,  indeed Eve is 
discouraging sexual  a c t i v i t y  during t h e  workday, t h e  
"look" o f  t h e  temptress  is c a l l e d  i n t o  question--if  t h e  
reader  i s  l i s t e n i n g  t o  her voice.  And she seems uncon- 
cerned about  t h e  t h r e a t  posed by Satan.  Adam's answer 
hold good" and seeking t o  promote good works i n  he r  
husband. H e  lovingly c o r r e c t s  he r  overva lua t ion  of 
work i n  Eden and p o i n t s  ou t  t h a t  t h e  p leasu re  of s o l i -  
t ude  is outweighed by the  dangerous oppor tuni ty  it 
o f f e r s  t o  an enemy. H e  po in t s  out  t o o ,  a s  Pur i t an  
marriage t r e a t i s e s  o f t e n  d i d ,  t h e  importance of  mutual 
h e l p  i n  s p i r i t u a l  dangers, s o  t h a t  "each / To o t h e r  
speedy a i d  might lend a t  needff (260)  (Lewalski 233) . 
The a rche typal  m a r i t a l  d i spute  might have concluded 
happi ly  i f  Adam had stopped here ,  b u t ,  i n s t e a d ,  h e  
t a l k s  on and on u n t i l  he u n i n t e n t i o n a l l y  a f f r o n t s  h i s  
spouse. With woeful lack of tact ,  h e  s t a t e s  t h e  h ier -  
a r c h i c a l  p r i n c i p l e  of Eden i n  a pompous p l a t i t u d e ,  
emphasizing Eve's weakness r a t h e r  t h a n  t h e  need of both 
f o r  mutual he lp  and reinforcement i n  danger: 
The  w i f e ,  where danger o r  dishonor l u r k s ,  
S a f e s t  and seeml ies t  by her Husband s t a y s ,  
Who guards her ,  o r  with her the worst  en- 
dures.  (IX. 267-69) 
Hurt,  Eve o v e r r e a c t s ,  w i t h  some j u s t i f i c a t i o n ,  t o  h i s  
o f fense  Ifas one who loves ,  and some unkindness meets. " 
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Y e t ,  she  speaks " w i t h  sweet aus te re  composure, voicing 
s u r p r i s e  and dismay t h a t  A d a m  would t h i n k  her  s o  in-  
i 
I 
i 
1 
f i rm.  Taken aback, Adam loses h i s  s t r o n g  l o g i c a l  
I 
powers and "With hea l ing  words1# he a s s u r e s  Eve of h i s  
I 
t r u s t .  But he a l s o  claims t h a t  he seeks  t o  shield her  i 
from t h e  aspers ion  of dishonor which a temptat ion i n  
i t s e l f  would br ing.  S i g n i f i c a n t l y ,  Eve s e i z e s  upon t h e  
i l l o g i c  of Adam's statement.  She knows t h a t  tempta t ion  4 
i t s e l f  is no dishonor: 
h i s  fou l  esteem 
* i  
nz~ $9 
'04 I 
'i 2 
S t i c k s  no dishonor on our Front ,  but t u r n s  
It5 
i 
11; 
Foul on himself;  then wherefore shunn8d o r  
f e a r 4 d  r l  k 
B y  us? who r a t h e r  double honor ga in  
a1 
8 g 
i f  
pi 
ii: From h i s  surmise provld  f a l s e ,  f i n d  peace li"r 
b i  
within,  ? 14 
14 
Favor from Heav n ,  ou r  witness  from t h '  
event. ( I X .  329-34) 
Eve may enjoy having t h e  better of the  argument, and, 
t e c h n i c a l l y ,  she is c o r r e c t  t o  i n s i s t  t h a t  i n  t h e i r  
"happy S ta t e t1  of innocence each of them is a b l e  t o  
r e s i s t  temptat ion alone.  This dialogue,  however, does 
n o t  d e p i c t  Eve as weak, v a i n ,  mindless,  v a c i l l a t i n g ,  o r  
wanton. Rather, she  might be viewed a s  imaginat ive,  
r a t i o n a l ,  and i n t e l l i g e n t .  Such an empowering image of 
Eve, however, is c o n s i s t e n t l y  disallowed and unaccept- 
86 # 
a b l e ,  l a r g e l y  because it f a i l s  t o  conform t o  t h e  wlooklt 
I 
which s u b v e r t s  h e r  voice.  
I 
/ I  
A d a m 8  s i l l o g i c  r e in fo rces  Eve 's  sense of being I ]  
s l i g h t e d ,  and she becomes more concerned with winning I 
I 
h e r  c a s e  t h a n  in  understanding her  s i t u a t i o n .  Eve 
sounds r a t h e r  l i k e  a romance hero eage r  t o  prove h e r  
prowess and gain honor i n  v i c t o r i o u s  s i n g l e  combat w i t h  
t h e  enemy. She mistakenly i n f e r s  t h a t  ' Iexter ior  helpt1 
( d i v i n e  o r  human) is  t o  b e  shunned, o r  t h a t  reasonable  
p recau t ions  i n  the  presence of danger v i o l a t e  Edenic b l  II p 
i.8 
happiness ,  She means wel l ,  bu t  t h e  reader  can a l s o  it1 
I,!! 
h e a r  a d i s t a n t  echo o f  t h e  Satanic  c la ims  t o  abso lu te  
'$1 
2 
if 
autonomy i n  her statement of  he ro ic  se l f - su f f i c i ency :  1"1 
R 
"And what is Fai th ,  Love, Vir tue  anassay Id / Alone, jj 
t 1 
w i thout  e x t e r i o r  he lp  sustain1d?IB (335-36) . r 
I 
T h i s  t ime Adam develops an  argument t h a t  is  log i -  1 
I 
c a l .  H e  f e r v e n t l y  r e p l i e s ,  agreeing t h a t  n e i t h e r  of 
them is l e f t  tlirnperfect o r  d e f i c i e n t t 1  by t h e  Creator ,  
and t h a t  both  a r e  secure from outward force.  But he 
emphasizes t h e  genuine and ever-present danger t h a t  
t h e i r  r e a s o n  might be deceived by some I t fa i r  appearing 
goodt1 and s o  mislead t h e  w i l l  t o  s i n .  "Fair  appearing 
good1' ( f a i r  which  only appears good) may r e f e r  t o  Satan 
in t h e  se rpen t ,  o r  it may, within t h e  economy of male 
looking  r e l a t i o n s ,  r e f e r  t o  Eve a s  temptress. while 
h e r  v o i c e  speaks of a s t rong  sense of r e s p o n s i b i l i t y ,  
87 
t he  male gaze const ructs  h e r  body t o  speak seduction. 
Adam concludes with an explanation of h i s  motives 
and an eloquent appeal t o  Eve: "Not then mis t rus t ,  but 
tender  love  enjoins ,  / That I should mind thee  o f t ,  and 
mind thou m e t 1  (357-58) . Urging Eve not  t o  seek out  a 
temptat ion which is ce r t a in  t o  come unsought, he points  
out  t h a t  i n  f ac t  she can only s a t i s f y  her  de s i r e  t o  win 
honor and p ra i se  i f  she meets h e r  t r i a l  with him pres- 
ent :  " N o t  seeing thee  attempted, who a t t e s t ? "  (369) . 
Adam might have stopped a t  t h i s  point ;  i f  he had, 
brought t he  dialogue t o  a happy resolut ion .  H e  h a s  
of fered  her  a choice f ree  and c lea r :  she can defy him 
and go o f f  alone anyway, o r  she can admit, even reluc- 
t a n t l y ,  t h a t  s h e  is convinced by h i s  good arguments and 
solaced by h i s  loving sentiments. Unfortunately, Adam 
again t a l k s  too much, and, i n  s o  doing, he g ives  away 
h i s  case .  H e  o f f e r s  her a b e t t e r  reason fo r  going than 
those  she h a s  thought of h e r s e l f .  And h is  repeated 
imperat ~ v ~ s - - ~ ~ G o ,  ItGo, l1 It r e l y ,  It  lldoll--produce unin- 
tended bu t  in tense  psychological pressure ,  making it 
v i r t u a l l y  impossible fo r  Eve now t o  decide t o  s t a y  
without seeming t o  back down ignominiously: 
But i f  thou th ink,  t r i a l  unsought may f i nd  
U s  both securer  than thus  warnld thou seemls t  
Go; f o r  thy  s t ay ,  not f r e e ,  absents  t h e e  
88 
more ; 
Go i n  t h y  na t ive  innocence, r e l y  
O n  what thou has t  of v i r t u e ,  summon a l l  
For God towards t h e e  hath done h i s  part, do 
t h i n e .  ( I X .  370-75) 
This  d ia logue  w i t h  Adam, i n  its clouding of the i s sues ,  
has  pos i t ioned  Eve f o r  a dangerous course  of a c t i o n .  
How completely A d a m  has  now given ove r  - h i s  leadersh ip  
r o l e  is evident  when w e  compare h i s  wooing of Eve i n  
Book Four: he d i d  not  conclude h i s  f e r v e n t  appeal  a t  
he r  awakening by saying, "If you r e a l l y  t h i n k  it best I 
t o  go back and s t a r e  a t  yourself  i n  t h a t  pool f o r  a 
~ 
I 
I 
while,  perhaps you a r e  r i g h t .  Go ahead. A s  Eve t akes  
h e r  
exp 
h i s  
l e a v e  t o  go i n t o  t h e  Garden a lone ,  s h e  refers 
l i c i t l y  t o  Adamls formal permission and the fo rce  of 
" l a s t  reasoning words" (379)  (Lewalski 232 -44 )  . 
Even though t h e  couple demonstrate the i r  weakness- 
i n  t h i s  d ia logue ,  they have not disobeyed--they have 
no t  made a d e l i b e r a t e  choice of e v i l .  Fur the r ,  E v e  has  
no t  p r o j e c t e d  h e r s e l f  a s  a t t r a c t i v e l y  wicked o r  vacu- 
ously innocent .  Simply p u t ,  their emotions, imperfect- 
l y  c o n t r o l l e d ,  have sabotaged the d i a l o g i c  exchange. 
For t h e  f irst  t i m e  i n  Eden, dialogue has  r e s u l t e d  i n  a 
f a l s e  accord ,  c louding r a t h e r  than c l e a r i n g  t h e  i s s u e s .  
The argument seems ac ted  o u t  by a f a l l e n  couple ,  a kind 
of conventional l o v e r s 1  q u a r r e l ,  i n  un fa l l en  Eden. T h e  
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perplexing p re lapsa r i an  dialogue--the conventional 
m a r i t a l  d i s p u t e  (pos t l apsa r i an  t a l k )  a t  the wrong time 
(p re lapsa r i an )  , and i n  t h e  wrong p lace  ( u n f a l l e n  Eden), 
ana logizes  how readers ,  i n  s p i t e  of a l l  t h i s  t a l k i n g ,  
c o n s t r u c t  t h e  wrong Eve ( a  temptress)  ou t  of the  wrong 
conventional c u l t u r a l  images (a temptress)  without  
l i s t e n i n g  t o  her  vo ice  ( s i l enced  by t h e  "look") . 
Readers recognize t h e  convention of t h e  m a r i t a l  d i s -  
pu te ,  and they  have "heard it a l l  before.  Readers 
f a i l  t o  l i s t e n ,  engaging i n  a kind o f  " t a l k ,  t a l k ,  
t a l k ,  when do w e  ea t "  a t t i t u d e .  This scene could  be 
viewed as another  tes t - -another  obs tac le  t o  overcome-- 
one more i n  a bu i ld ing  s e r i e s  of l a s t  chances f o r  t h e  
reader  t o  l e a r n  t o  choose co r rec t ly .  
The r e a d e r ' s  percept ion of the  Garden and of Eve 
has  been t a i n t e d  by having shared S a t a n ' s  gaze,  and 
t h e r e  is l i t t l e  doubt t h a t  h i s  presence, s o  c l o s e  t o  
t h e  unsuspecting couple a s  they engage i n  a d i s p u t e ,  
s e r i o u s l y  a f f e c t s  t h e  reader  I s  percept ion of t h e  vo ices  
of t h e  couple. More importantly,  because Eve 's  words 
a r e  not  t h e  words of a temptress ,  n o t  the words of a 
woman flawed by v a n i t y ,  he r  voice is suppressed by t h e  
look reade r s  have f ixed  on he r ;  it becomes c l e a r  t h a t  
t h e r e  is a s p l i t  i n  her cons t ruc t ion .  The i s s u e s  of 
t h e  q u a r r e l ,  and t h e  way i n  which the  couple  i n t e r r e -  
l a t e  through language, a r e  subverted by a look shaped 
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by c u l t u r a l  images of Eve a s  f a t a l l y  seductive.  
I t  is Satan who introduces t he  d i s t o r t i o n  of Eve; 
God may be responsible fo r  pa t r i a rchy ,  but misogyny is 
Satan1 s curse ,  dividing men from women, subjugating 
women. Both misogyny and female subject ion a r e  born 
out  of t h e  anger of t h e  male, and both a r e  c l e a r l y  
viewed i n  iconographic h i s t o ry  a s  an aspect  of t h e  
p a t r i a r c h a l  unconscious. 
Misogyny and female sub j  ec t ion  a r e  a t t i t u d e s  
p r ec i s e ly  and decidedly s a t an i c ,  expressed by Adam 
before the  Fa l l ,  but quickly checked by God and Rapha- 
e l ,  who have had t o  l i s t e n  t o  them. Both a t t i t u d e s  a r e  
male, Adamic i l l u s i o n s  perpet ra ted  by Satan and punc- 
t u r ed  by Raphael before they ever become a mind-set, 
en t e r i ng  t h e  world with t h e  F a l l  as primary evidence of 
its deformation. That mind-set is engendered i n  read- 
ers by Satan who, incarnat ing women and diminishing 
them,  makes of them a snare  and a t r a p .  "If  misogyny 
is  Sa t an ' s  curse,  pa t r iarchy is God's curse,  and both 
a r e  b r u t a l  f a c t s  of h i s to ry"  (Wittrech 95-96) . 
A d i s t o r t e d  image of Eve r e s u l t s  from the a l l u -  
s i ons  t o  f a l l en  goddesses, f a l l e n  gardens, and f a l l e n  
perspect ives  which i n v i t e  readers  t o  see  Eve a s  Satan 
sees h e r .  Because t h e  iconographic t r a d i t i o n  con- 
s t r u c t s  Eve a s  Satan sees  her ,  it follows t h a t  t h e  
iconographic t r a d i t i o n ,  shaped by a pa t r i a r cha l  cul -  
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